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FOREWORD 



There are many Haniiony Books, and there will be many more. The Art of 
Music is in process of continual development and its practical side must be approached 
from various angles. It is not the function of a Beginner's Book to speculate or to 
advance new theories, but rather to deal with things as they are. 

This work aims to present in a plain and practical manner the groundwork 
of Harmony, giving sufficient material for the work of the First Year, and aflfording a 
thorough preparation for more advanced studj'^ according to any of the standard 
methods. 

Acting upon the principle of doing one thing at a time and doing it thoroughly, this 
work proceeds by easy stages, devoting special attention to Scales and Intervals, and 
to the handling of Common Chords. The subject matter is presented in such a 

« 

manner as to develop the reasoning faculty from the very outset. On this account 
the Harmonizing of Melodies is introduced as early as possible, and the Figured Bass 
is held back to the point when it will be of real use rather than a matter of mere mechan- 
ical imitation. Working Principles, based upon present approved usages, are given to 
cover the various processes. There are no Rules; hence, there can be no confusing 
exceptions to worry the beginner. There are no foot-notes or cross references. Every- 
thing needed is in the body of the text, in its proper place. 

All the Examples and Exercises are made as pleasing as possible from the musical 
standpoint in order to develop taste and discrimination from the beginning. Sug- 
gestions for E&r Training are given throughout. Ample space is provided for writing 
all of the Exercises directly in the book, thus giving the student a perm ment • ecord of 
the work done. Melody Making is introduced in order to stimulate the imagination 
and the creative faculty, thus encouraging the student to early efforts in original com- 
position and laying a logical foundation for future rtudy in this direction. Through- 
out the book continual stress is laid upon the analytical or inductive side. 
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HOW TO USE THIS BOOK 



As the language of this book is chiefly colloquial, in the manner of a teacher ad- 
dressing a class, it is suggested that each Chapter be read out aloud at the lesson, 
paragraph by paragraph, either by the teacher or by a student. In the case of Self 
Instruction reading aloud is no less necessary. 

The thirty Chapters should answer for the usual forty weeks* work of the scholastic 
year, allowing for repetition and reviews and for an examination at the close of the 
year. No Chapter need be hurried through and none need be left until it is mastered. 

Aim to train both the eye and the ear and to cultivate the imagination. Try 
everything and listen to it carefully. 'Write nothing without striving to imagine how 
it sounds. Verify this afterward by playing or singing it. Learn to know Scales, 
Intervals, and Chords by their looks, without having to spell them out, just as one 
knows a word at sight. Learn to analyze what is heard. 

Let each paragraph as it is read be discussed freely and fully. Play both the 
examples and the exercises many times over. Never be contented with an exercise 
which does not sound satisfactory. Never pass by anything which is not thoroughly 
understood and mastered. 

Write all the exercises in the spaces provided in the book, using a medium soft 
lead pencil for the purpose. Before writing in the exercises, however, work them out 
on a separate slip of paper or music writing tablet. Put them in the book only after 
they have been worked out satisfactorily. 

Pay strict attention to the Questions at the ends of Chapters. Always be able 
to answer these correctly and in your own language, at all times. 
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CHAPTER I 
PRELIMINARY 

There are certain terms and definitions which should be learned and understood 
thoroughly before proceeding further into the subject of Harmony. 

The stadent may already be familiar with some or all of the following, but even 
in this case it is well to recapitulate. 

To b^n with, Sound is the result of wimdrwavci^ or vibrations of the air. 

From the scientific standpoint, that branch of Physics which treats of the investi- 
gation of sound phenomena is known as Aconstlos. With this study the practical 
masician has little to do, although it has many fascinations for the theorist 

Mnsioal Sound is produced by regular or continuous vibration; Noise, by irregular 
vibration. As a class in Harmony cannot too soon b^n to practice ear-training, it is 
suggested that practical illustrations of the foregoing definitions be had at once. Let 
the Pianoforte and other instruments be tried for examples of musical sounds and 
nbrations and let various hard objects be struck or dropped U|x>n the floor or table m 
order to produce noises of various kinds. 

The term Tone is applied to any musical sound. 

Harmony is the combination of Tones. 

In the making of music twelve tones are employed. For purposes of illustration 
let us refer to the keyboard of the Pianoforte. Starting from Middle, the white keys 
C, D, E, F, 6, A, B give us seven tones and the black keys between C and D, D and 
E, F and G, G and A, A and B give us the remaining five tones. These twelve tones 
repeat themselves in varying depth or intensity, or in various Octaves, as they are 
called. 

As an ear-training exercise, strike slowly and consecutively the seven white keys, 
beginning at middle C. Then, in the same manner, strike all twelve keys, both white 
and black. Afterwards, repeat the same processes, beginning with every other C upon 
the keyboard. This and some of the other preliminary exercises may seem very 
simple to the student, but it is only by slow and progressive stages, beginning with the 
utmost simplicity and never neglecting a step at any stage, that a good, practical work- 
ing knowledge of harmony is to be obtained. 

QUESTIONS 

1. What is Sound? 

2. What is Acoustics ? 

8. What is Musical Sound ? 
1 "iVhat is Noise ? 

5. What is a Tone ? 

6. What is Harmony ? 

7. How many Tones are used to make Music? 

8. What are they? 

9. What is an Octave ? 
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CHAPTER II 
FURTHER FEELIMINART WOKE 

In the preceding chapter we spoke of Tones and of the twelve Tones used in the 
making of Music. In playing these tones we find that they differ in certain resi)ect8: 
some are high, some are low. In explanation of this fact w^e employ the term Pitch. 
?itch is the relative intensity of vibration, the acuteness or gravity, the highness or 
iowness, of a musical sound. * The more numerous the vibrations in any given time, 
the higher the sound; the fewer the vibrations the deeper the sound. 

An ear-training exercise in Pitch ma}; be n\ade very interesting. In addition t<> 
the Pianoforte, as many other instruments as possible should be introduced. All 
pitches from the lowest to highest should be sounded and an effort be made to detect 
the vibrations. 

A Half-Step, or Semi-Tone, is the smallest difference in Pitch which can be found 
upon the Keyboard of the Pianoforte. It is the least difference in Pitch in genera? 
use. 

A Whole Step, or Whole Tone is the equivalent of two Half-Steps. 

On the Keyboard of the Pianoforte or Organ, from any Key to the next adjacent 
Key, white or black, is a Half -Step or Semi -Tone; from any Key to the next Key but 
one, white or black, is a Whole Step or Whole Tone. For instance, from C to Dlr, 
E to F, Fj{ to G are Half-Steps; From C to D, E to Fj{, A [^ to Bt^, Bt^ to C are 
Whole Steps. 

The foregoing proposition cannot be too well learned and understood. In this 
case both the mind and the ear are to be trained. The student should go no further 
until ♦he difference between Half and Whole Steps be clear to the mind and readily 
appreciated by the ear. Think and listen. 

just another definition: A Degree is a step: The step may be either a Half -Step 
or \ Whole Step, but it is always from one letter to the next letter. For instance, 
A to B is a Whole Step, B to C is a Half-Step; both are Degrees. 

As a matter of mutual understanding, we will not, in this work, employ the term 
Note, when we mean Tone. One mav sound a Tone but not a Note. A Note is a 
written or printed character used to indicate the Pitch and Duration of a Tone." 

It is presupposed that the student is familiar with the elements of Musical 
Notation, before taking up the study of this book. 



QUESTIONS 



1. What is Pitch? 

2. What is a Half -Step ? 

3. What is a Whole Step ? 

4. Give examples. 

5. What is a Degree ? 

6. Give examples. 

7. What is a Note ? 
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CHAPTER III 

THE SCALE 

A Scale or Tone-Ladder is a series or succession of tones arranged in regular order, 
ascending or descending. 

There are many forms of Scales in use, but we have to deal at present with that 
particular form known as the Major Scale. 

The Major Scale consists of eight degrees, arranged as follows: from the 1st to the 
2nd degree, and from the 2nd to the 3rd are Whole Steps; from the 3rd to the 4th 
degree is a Half -Step; from the 4 th to the 6th d^ree, and from the 5th to the 6th, and 
from the 6th to the 7th are Whole Steps; from the 7th to the 8th degree is a Half- 
Step. Briefly, for purposes of memorizing, the formula is: the Half -Steps are from 3 
to 4 and 7 to 8; all the others are WJvole Steps. 

Let us turn to the key-board of the Pianoforte. Starting from Middle C, let us 
build a Major Scale. 




V 



D 



E 



G 



B 



C 



i 



O 



G- 



CO 



3S 

cr 

o 

n 
QD 

o 



33 

I 



7Ck: 



-s>- 



6 



cr 
2. 

A 
QD 

n 



cr 
o 

5* 
•d 



< 
cr 
o 

« 

tt 
•d 



8 






The eight white keys in their natural order, starting from Middle C, are found to 
produce a Major Scale, according to our formula. Play this scale many times and 
listen to it closely. The student rmist abvays be able to recognize the Major Scale upon 
hearing it played or sung. 

We note that this particular major scale, which we have formed on the white 
keys, begins and ends on C. Hence we call it the Scale of C Major. To the degree or 
letter upon which any scale begins and ends we give the name Tonic or Key Note. 

We further note that the Major Scale seems to consist of two equal portions. Let 
us examine: 




To these series of four sounds each (arranged in this manner: Whole Step, Whole 
Step, Half -Step) we apply the term Tetrachord; and we find the Major Scale to consist of 
two Tetrachords separated by a Whole Step. Any Tone may become the Tonic of a Major 
Scale, or, putting it the other way about, a Major Scale may be formed, beginning on 
any given Tone. 
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Let us experiment a little, add another Tetrachord to the two we already have, 
and see what happens. 



l8t Tetrachord 



2nd Tetrachord 



Beginning of 
next Tetrachord 




Leaving a Whole Step, we find that our additional Tetrachord is to begin on D. 
Proceeding from D, a Whole Step will give us E. So far, so good. We now want a 
Whole Step from E, whereas F (the next degree) is but a Half-Step. To correct this 
let us take the black key F|;|. From E to F(( is a Whole Step (two Half-Steps), and 
now we have the proper distance. Furthermore, from F|f to G is a Half -Step, and our 
new Tetrachord is now complete. 
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An examination of the above discloses the fact that, in addition to a new Tetra- 
chord, we have also formed a new scale. 

Take the Tetrachord G, A, B, C, foUowetl by the Tetrachord D, E, Fj{, G, and we 
have the Scale of G. 

Scale of G 




i \ 

Now, let us start with the Tetrachord D, E, Fjf, G, and follow on with still another 
Tetrachord, beginning on A. From A to B is a Whole Step, but from B to C is but a 
Half-Step. Correcting this, we change C to Cjf, giving a Whole Step from B to C||. 
Then, from C|{ to D is a Half-Step, as required. 
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We now have tlie Scale of D. 

Before proceeding further, play all these Scales and Tetrnchords, and let the ear 
verify all that has been done. Let the teacher or one of the students play incorrect 
Scales and Tetrachords in which the Whole and Half-Steps are improperly placed, and 
have the members of the class correct them. 

As a writing exercise every student should first write out in musical notation 
Tetrachords beginning on C, G, D, A, E, B, FJf; then, write out in full Scales begin- 
ning on C, G, D, A, E, B. 
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Writing Exercise 
Write Tetrachords, starting respectively from the notes given below. 
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Writing Exercise 



Write Scales in full. 




_ / 





In the preceding work in Scale construction it will have been noted that the Scales 
seem to overlap. That is to say, the second Tetrachord of one Scale becomes the first 
Tetrachord of the following Scale. From this fact we derive a principle: Scales having 
a Teiraduird, in common are called Belated Scales. 



QUESTIONS. 

1. What is a Scale ? 

2. Describe the Major Scale. 

3. How are Major Scales named ? 

4. What is meant by the Tonic ? 

5. What is a Tetrachord ? 

6. How many Tetrachords in a Major Scale ? 

7. What is meant by the term Related Scales ? 
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CHAPTER IV 

THE MAJOR SCALE CONTINnED 

In constructing the Major Scale be careful of two points: — Do not write two notes 
of the same degree in succession; for instance, A and Aj{. Do not skip a letter; for 
instance, Aj| to C. Always write out the notes first, making an outline of the scale; 
then fill in the sharps, or flats, as needed. For instance, let us write the scale of Fjj 
Major. 

To begin with, we make an outline, thus: 




ffl[ 



i 



Now begin to add the needed sharps: Fj} (the Tonic or Key Note) to G|| is a 
Whole Step, Gj| to Ajlf is a Whole Step, Ajf to B is a Half-Step; and our first Tetra- 
chord is complete. A Whole Step from B gives Cj}; then C J!| to D j;| is a Whole Step, 
Di{ to £^ is a Whole Step, Ejf to Fjlf is a Half-Step; and our Scale is complete. 

Fjf Major 




=*5=i^ 



:ife 



:ig_ l i_^ 



I 



^*» V — ^ 



4 h 

At this point the student should write out for himself the Scale of Ci}. 
discovered that every note will need a Sharp. 

Write out the Scale of CJlf Major. 



It will be 




I 



1 



Let us turn back for a little and attempt the construction of a Scale on F. 

From F to G is a Whole Step, G to A, a Whole Step, but from A to B is also a 
Whole Step. Some way must be found for correcting this. Where notes would be a 
Half-Step too high without them we must introduce Flats; so we write B^, Then, 
from A to B [^ is a Half-Step, and all is well, thus: 




9^- 



The remainder of the scale is easy: C, D, E, F. 

F Major 




At this point the student should write out, and play, the Scales of Bl:^ and E|^ 
Major. 
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Write out the Scales of Bt^ and Et^ Major. 
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Returning to the Scale of Fff, previously constructed, let us take advantage of the 
fact that Fff and Gir are identical in Pitch, sounding exactly the same, and let us 
write out the Scale of Gt^. This is known as an Enharmonic Change. An Enharmonic 
Change is a change of notation, or method of writing, without any change in sound. 

Now for the Scale of Gb Major: from Glr to Air is a Whole Step, Al?- to Bt^, 
Whole Step, Blr to Cl^, Half-Step; from Dt^ to Etr is a Whole Step, E|r to F, Whole 
Step, F to Gir, Half-Step, thus: 

Gtr Major 

-t k,. «— |2Q- 




1^ 



5s=^^ 



te 



1 



Play this Scale, and, in point of sound, we find it to coincide with the Scale of 
FJ{ Major. 

Let the student write out, and play, the Scale of Clr Major. Then right beside it 
let him write out the Scale of B Major. These will also be found to coincide in point 
of sound. 



Write here the Scale of Ci^ Major. 



Write here the Scale of B Major. 





i 



Finally, let the student write out all the Major Scales in the following order: C, 
G, D, A, E, B and Ctr (Enharmonic), Fj| and Gt^ (Enharmonic), Cjt a"J ^^ 
(Enharmonic), At^, Eb, Bt^, F. This is sometimes called the Circle of Scales. It will 
be observed an additional ^ is needed in each scale as one advances, until seven 
jf *s are employed, and that, going on from the Scale of C[r, one fy less is needed in each 
Scale. 



All Major Scales as indicated. 
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Let the .student now gather the sharps or flats used in constructing each Scale and 
l^lace them in u group immediately after the Clef -sign, thus: 
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Each of these is known as the Signature of its respective Scale. In writing Signa- 
tures, it is customary, to place the sharps or flats in the order of their entrance into the 
Scales. 

The Scales with their Signatures and the numbers and names of sharps or flats in 
each must now be memorized by the student. 
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QUESTIONS AND TESTS 

1. What must be borne in mind in constructing Major Scales? 

2. What is the best manner of procedure ? 

3. What is an Enharmonic Change T 

4. Describe the Circle of Scales. 

6. What is meant by the Signature ? 

6. How many sharps in Cj| Major? In A? In B? In FS? 

7. How many flats in Ctr Major? In F? In Et^? In At^? In Bt^? 

8. Write out the Signatures of all Scales having flats, from one flat onward. 

9. Write out the Signatures of all Scales having sharps, from one sharp onward. 
Write out Signatures of 
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CHAPTER V 
INTERVALS 

An Interval is the measure of the distance or difference in pitch between any two 
musical sounds. 

An Interval may be formed by any two tones, either sounded simultaneously, or 
in succession. If sounded simultaneously, a Harmonic Interval is constituted; if, in 
succession, it is known as a Melodic Interval 



For example, this is a Harmonic Interval: — fX% — — q Tl and this is a 





Melodic Interval: ^k wn — -H . Plav them both. 



An Interval is named according to the nuviber of letters included. Thus, the Inter- 
val from C to D is called a Second, (two letters being concerned); from C to E is a 
Third, (three letters being concerned: C, D, E) ; in a like manner, from C to F is a 
Fourth, from C to G is a Fifth, etc. 

Always reckon Inten^als from the lower note upward, and count the number of 
letters, including those upon the notes out of which the Interval is formed. 

When two voices or instruments sound the same tone, there is no difference in 
pitch. This is called a Unison or Prime. Strictly speaking, it is not an Interval at all. 

Let us write out the Intervals to be found in the Scale of C Major, reckoning from 
the Tonic upward. 

Second Third Fourth Fifth Sixth Seventh OcUve 
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Sing and play them all many tinies. Let the teacher or a student play them, and 
let the others endeavor to name them. 

In a similar manner write out the Intervals in all the other Scales, using the proper 
Signatures. Then play and sing them and endeavor to name them as before. 

Intervals in all Scales 

Second Third Fourth Fifth Sixth Seventh OoUvve 
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This exercise is impercJive. J^ working knowledge of the Intervals is the basis of 
all musical construction. They cannot be too well learned, and this is only the begin- 
ning of it. 
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QUESTIONS AND TESTS 

1. What is an Interval ? 

2. How does the Harmonic Interval differ from the Melodic Intei^alT 

3. How is an Interval named ? 

4. How do you reckon Intervals? 

5. What is a Unison ? 

6. What other name has it? 

7. Name the following Intervals : 




8. Write the following Intervals, using proper signatures: 
In the Scale of D: Fourth, Seventh, Second. 
In the Scale of Bt^: Third, Fifth, Fourth. 
In the Scale of E: Second, Sixth, Third. 

' Third Fifth Fourth 
IS — >^ 




Fourth Seventh Second 



o 



XJ 



^^= 



bS — ^ 



1^ 



E 



Second Sixth Third 



'^^^ 



^g TQ -^ 



I 



9. Write Octaves in tlie S<«le8 of Et>, F^, B; 

Ely Fj} 



Octave 



Ocuive 



B 







\ 



) 



INTEKVALS CONTINUED 
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CHAPTER VI 
INTERVALS CONTINUED 

As an additional writing and ear-training exercise, let the student write and play 
all the Intervals in each scale which can be formed by employing any two degrees of 
each scale. For instance, take the second degree of the Scale of C, D, and write 
Seconds, Thirds, etc., above D; then take E and do likewise; and so on. 

The foregoing exercise having been completed, let us phmge deeper into the 
subject of Intervals. 

Wo now know, in a general way, how to name an Interval, but each named In- 
ter\'al may be one of several kinds, or specific varieties. 

Let us illustrate: according to our method of arriving at the Xame of an Interval^ 
C to D is called a Second, but C to Dt^ must also be called a Second, since only two 
letters are involved, in either case. Let us look at these Seconds, and play them: 

Second Second 




P 



Similarly try these Sixths: 

Sixth 



Sixth 



Sixtn 




All are Sixths, but each has a different sound. 

To return to our Seconds: C to D and C to Dt^; let us count the Half-Steps in 
each. From C to D is a Whole Step or two Half-Steps, but from C to Db is a Half- 
Step. This experiment leads us to the general principle: 

The Kind or Variety of an Interval depends upon the number of Half-Steps. 

The Major Scale furnishes us with a Standard of Measurement for all Intervals. To 
any of the Normal Intervals of the Major Scale which can be formed from its Tonlc 

to Any Other D^;ree we apply the tenns Major or Perfect 

The Seconds, Thirds, Sixths and Sevenths thus produced are called Major. The 
Fourths and Fifths are called Perfect An explanation of the difference between the 
terms Major and Perfect will be had later. Take it on faith just now. 

Let us write the Normal Intervals in the Scale of C Major, giving their name and 
kind. Then play them and endeavor to recognize them when heard. Let us also 
count the number of Half-Steps in each. 



MiOor Second MiOor Third 



Perfect Fourth 



Perfect Fifth 



MiOor Sixth 



Major Seventh 




^ 



22 



-& 



I 



Half Steps 2 



9 



11 



Let the student before going further write out the Normal Intervals in all the other 
Major Scales in the same manner as above. Do not neglect it; it is well worth doing. 
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Q 




^^ 



^ 



ZI 



<B> — x: 



f 



*<;::r 



-e^ 



Half-Steps 



] 



D 




TJ 



e^ — ^■ 



^ 



irr- 



i'"'^- 



^^ 



-^ 



I 




25 



^=3E 



L-- 



r^ 



^-^— =s^ 



Jt'^-Jg^ 



NT 




n 



Z^r.___,\XCl=Z^^. 



<< 



t=^ 13- 



B 




.«:^U4-i. 



-e^ 



^ 



^^^^ 



•H 



tr 



.:i U-O 



u. 



:3\i± 



■iz- 



■^"^ 







Fi* 






^» > ' ■ ■ ' ^ 



4A-' 



i4-4~-^ 



:* 






t > ' « ■•< ■ ■ 



-toV-V, 



I 



Dtr 




A— ^ 



■2^. 



«■ t 



<• N-r- 



-^ Vw- 



« y 



\ A., ^ ^- 



\J^- 



rv 



T 



\ 



Atr 






^ ♦-'^'rr 



-A-Ju- 






■rr 



i 



■^ 



*■_ _ 



'^*'^>^^' 



\ 



Efr 




—#. — i* • ■ ^ 



■^» ■■» ^Pll I P 



I 
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Bt^ 




^Xro-. 



-^ 



^Be ^^^ — \^e ^ — ^^-:>-- -\^ 



"a 



-\5^ 




The Normal Intervals should be recognized immediately, and named, in all 
Major Scales. Practice this. 

QUESTIONS AND TESTS 

1. Upon what does the Kind or Variety of an Interval depend? 

2. What furnishes us with a Standard of Measurement ? 

3. What are the Normal Intervals ? 

4. To what Normal Intervals do we apply the term Major ? 

5. To what Normal Intervals do we apply the term Perfect ? 

6. How many Half -Steps in a Major Second ? In a Major Third ? In a Perfect 
Fourth ? In a Perfect Fifth ? In a Major Sixth ? In a Major Seventh ? 

7. Give the Name and Kind of each of these Intervals : 






^- 



/ 



-7 



»S .OREM*S HARMONY BOOK 

CHAPTER VII 
FURTHER CONSIDERATION OF INTERVALS 

As we all know, the term Major means grenter. Hence, whenever there is a major 
interval of any name, it stands to reason that there must be a corresponding MiTwr or 
tewfr interval of the same name. As stated before, the normal second in the Major 



Scale is a Major Second : -jSc , having Two Half Steps. The Minor, 




or lesser second, then, will have but One Half-Step, hence we write C, Dl^, thus: — 




. We could not write C, C|f, as this would not be a second, not 

K© including two lettei-s. 

Let us treat similarly the Major Third. The Major Third from C would be E : 
, having Four Half-Ste|)s. Make it Minor and we have: 

having Three Half-Steps. 

Similarly, let us take up Sixtlis and Sevenths. Here they are: 

Major sixth Minor sixth Miijor Seventh Minor Seventh 






^^ 



Nine Eight Eleven Ten 

Half steps HalfSU'ris Half-Steps Half Slept 

The student should play, then memorize these Intervals. Make an ear test of 
them also. 

We are now ready for a writing exercise: Write Major and Minor Seconds, Thirds, 
Sixtlis and Sevenths in the Scales of G, F, Bt^, indicating the number of Half-Steps 
in each. ^ - 



Half-Stepi 




-H.;^ 



-V- 



5;^2-T~"Grz^-a: 



Half-Steps 



i C| V l\\ ^o 



C^Z^O'lA t^ — o. 




t^-s 






N 

x..^ 



1 




FURTHER CONSIDERATION OF INTERVALS 



We hf.ve stated that Normal Fourths and Fifths are called Perfect; hence the terms 
Major and Minor do not apply. 

But if we lessen a Perfect Fourth (or Fifth) by One Half-Step, we call it a Dimili* 
islied Fourth (or Fiftll) and if we increase a Perfect Fourth (or Fifth) by One Half- 
Step, we call it an Augmented Fonrth (or Fifth). 

Example: 

Perfect Fourth Diminished Fourth Augmt'nteil Fourth Perfect Fiah Diminished Fifth Atigmented Fifth 




^ 



M 



I 



s 



1 



I 



Half-Steps 5 4 - * 6 7 6 ' 8 

Try these Intervals and listen closely. 

Now the student should write Perfect, Diminished and Augmented Fourths and 
Fifths in the Scales of G, D, A, indicating the number of Half-Steps. 



!S Z3g : 



1 



^^ 



I 



Half-Stepe' 



V- 



7 



^ 




Half.Steps "^ 




y 



'^O^ 



-Hr-^ 



Half-Step* 



m 



:i5C2 



'^^ 



X5" 



22: 



^ 



Remember^ that the nurnher of letters indaded to make any Interval must always be 
correct, no matter how we may be obliged to employ Sharps, Flats, ett^ , in order to 
attain the proper number of Half -Steps. Here are some examples: 



A Major Third over D is Fj|, - f^ ff 



; to make this Minor requires only 



an 



n, 



i^ 




% 



. The Perfect Fourth over BUs EIr 




to diminish this will require another Flat, as E is already Flat; I e, use a Double Flat 



(t^tr), - 




■m 



. The Perfect Fifth over B is F JJ, 



to augment it will require another Sharp; 
t. «., make it a Double Sharp (JS?), 
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Let the student write the given Intervals in the following Exercise, indicating the 
number of Half-Steps in each case. 

Minor Second DimiDished Fourth AuK^nented Fifth Minor Third Aui^mented Fourth Minor Sixth 




33PS 



] 



% 



Certain Major Intervals may be further increased. They are -then called Aug- 
mented. Certain Minor Intervals may be further decreased. They are then called 
Diminished. For instance: 



Minor 



Seconds 

Major 



Augmented 



Sevenths 

Diminished Minor Major 





wo- 



■^ 



P- 



Half-Stepa 12 3 9 10 11 

Here is a complete Table of Intervals in the Scale of C, those in ordinary use, 
omitting purely theoretical ones. 

Seconds Thirds 

Minor Mnjoi' Augmented Diminished Minor Major 




Half-Steps 1 



Fourths 

DiminiBhed Perfect Augmented 




Half-Stepe 4 



Minor 




Fifths 

Diminished Perfect 



% 



-^ 



6 



Sixths 

Major Augmented 



6 



( 



ii 



lEVPNTHS 
Diminished Minor 



Augmented 



■m 



8 



Major 



ms- 



fe 



^ 



Half-Steps 8 



9 



10 



9 



10 



11 



The student must fill up similar Tables in G, D, A, E, B, F, Btr, Et^, At^, Dt^. 



E 








i- 



I 



%>' 



r- - 
FURTHER CONSIDERATIOIS OF INTERVALS 
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1 





1 




1 




^; 








fr.- ' -«- 



Now let the student write the Name and Kind of each Interval given in the fol- 
lowing Exercise. Signatures are omitted purposely. 





^&C. ^ 



■&■ 






2S 



22: 



::te 



1 



|?g ^ 



ID 



P 

5 



'I 



3Z 



7 



:2?2: 

T 



2tA ^ 
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/ 







^=^te 



^ 






^ 



r i 




^^^fe^Mi 






7 



-iS- 



1^ 



^ 



1 



This is an important Exercise. It miisi be worked out correctly. 

■ 

Intervals may be Inv^erted. By this we mean that the notes change their relative 



positions. For instance: 




inverted becomes 





Let the student experiment for himself. In the following Exercise, write out after 
each given Interval its Inversion: 




52: 



i::^z::~ 



o: 



ni 



HI 



^ 




m 



Examining the above we find that the Inversion of a Second produces a Seventh; 
of a Fourth, a Fifth; and v^ice versa. We find also that any Interval and its Inversion 
added together produce an Octave. Inverting a Major Interval produces a Minor; a 
Minor, a Major, etc. ; but inverting a Perfect Interval produces another Perfect Interval. 

No student should attempt to proceed further until all the Intervals are mastered, 
but, if the foregoing work has been done faithfully and understandingly, the way has 
been paved for what follows. 

QUESTIONS AND TESTS 

1. How do we determine the Kind of an Interval ? 

2. How manv kinds of Intervals are there ? 

3. Name them. 

4. How many Half-Steps in each of the following Intervals ? Perfect Fifth, Major 
Seventh. Minor Third, Minor Sixth, Major Third, Minor Seventh, Major Sixth, Minor 
Second, Augmented Fourth, Augmented Second, Diminished Seventh, Augmented 
Sixth, Major Second, Diminished Fourth, Augmented Fifth, Perfect Fourth. 

5. What is meant by Inverting an Interval? Give Examples: 




] 



€/ 



■A 



\ 



I • 



TRlADis 



CHAPTER VIII 

TRIADS 

A Triad or Three Tone Chord consists of three sounds, namely: the Root or FiUida 
neQtal, together with its Third and Fifth, counting upward, thus: 





— Fifth- 
— Third- 
Root 



Play this Triad; each Tone separately, at first; then, all together. 
Let the student write upon each degree of the Scale of C a Triad. 




-O- 




i^^S^^SE 



-*_) 



-e 

Next, write similar series of Triads in each of the following Scal^ 



i 




I 







-^-^gH^-fe^ 



W^^^ 






j^pipf 



^jEE^gg 



r.=7^ 



<©• 



m 



:-> 



A-1 



-<-j^ 



ISilllZ 






I 



c^ 



— — ^ — *-*^ — * — 



?& 



^- 



^J 



k 



-f^fi^ 



-♦_..». x« 



UZ 



\- 



»_..l._ ..,«• mm-. ^ 




U^ 



% 



> I 




a 



l^i^ 






A »- 





^.i_j — \^s> IS-Z3. 



4J 



F 



la 




— ■ 1 






X ^ W^' 



U - 



v^ 



eI 



Play them all, of course. 

Let us number the Triads according to the Degree of the Swile upon which each is 
found, using the Scale of C as our model, and examine each Triad closely. 




Nos. 





a 



6 



8 



No. 1 consists of Root, Major Third, Perfect Fifth. 
No.' 2 ** '' Root, Minor Third, Perfect Fifth. 
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No. 3 consists of Root, Minor Third, Perfect Fifth. 
No. 4 '' '' Root, Major Third, Perfect Fifth. 
No. 5 '' '' Root, Major Third, Perfect Fifth. 
No. 6 '' " Root, Minor Third, Perfect Fifth. 
No. 7 '' '' Root, Minor Third, Diminished Fifth. 

It will be observed that the first six Triads all have Perfect Fifths but that the 
seventh Triad has a Diminished Fifth. This latter is known as a Diminished Triad be- 
OAuse of its diminished fifth. Remember this always. 

A further examination of the first six Triads discloses the fact that three of theni 

have Major Thirds and three of them have Minor Thirds. Triads which have Major 

Third'i and Perfect Fifths are known as Major Triads ; Triads which have Minor Thirds 

and Perfect Fifths are known as Minor Triads. 

Nos. 1, 4, 5 in any Major Scale are always Major Triads; Nos. 2, 3, 6 in any 

Major Scale are always Minor Triads. 

Play these Major Triads from the Scale of C Major again and again. Try to rec- 
ognize them when heard. 

Major Triads in C Major 




Nos. 1 4 5 

Compare with these the Minor Triads, Nos. 2, 3, 6. 




Nos. 2 3 6 

Play these also many times over and learn to recognize them. 

Finally play No. 7 with its Minor Third and Diminished Fifth, 
lerent from the others and never forget it. 

Diminished Triad 



Note how dif- 




No. 7 
These seven Triads are found in the same form and order in every Major Scale. 
I^t us write them all out, as before, number and mark them. 

Major Minor Minor Major Major Minor DiB^i&ished 

u . — i 1— -M •—' 




-— « — 



1 



Nos. 1 



6 




Nos. 1 



2 



3 



5 



» \ 



t > «■ 



t » - 



I 
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r \ 



Nos. 1 




4^ 



Jii 






Nos. 1 







Nos. 1 




^M 



efefe: 



^#i^ 



\f^ 



Nos. 1 




* 



Nos. 1 2 
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5 



6 



7 




^ V^O *-*^ Dti" \X£ 



Nos. 1 



3 







■-V 



1 , * 



— {^ 

Nos. 1 



i^- 






\X1. 



^V^- ^ 







-.ii 



P 



o 





^- 



^^ 



:^ 



^ 



^EE^S 



^^^ 



_^c^ 



- \ - 



.^._ 



X 



Nos. 1 







ti 






Play them all and mark, as in the first example ( Scale of G ), which are Major, 
Minor, Diminished. 
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Next, analyze the following Triads; indicating by capital letters below the staff 
the Root of each, and by the abbreviations, Maj., Min., Dim., above the staff, whether 
the Triads are respectively Major, Minor or Diminished. * * # v i ' 

. -,„. .. ^ :^ **± ^^ 

i 




Next, build upon each of the given Roots the Triad called for. 

MaJ. Maj. Min. Dim. Mi^- 







^<^ 



r©- 



^^. V Aaa/^ 



Dim. 



I 




t 




MaJ. 



Min. 




MiK 



:& 



Min. 



MiO- 




Dim. 



^ 




MiO* 




Mil.. 




Dim. 




Min. 



"d-M 



Min. 



^::i 



M^). 



-»-.- 



1 



QUESTIONS 

1. What is a Triad? 

2. How many Triads in a Major Scale ? 

3. How many have Perfect Fifths ? Which are they ? 

4. Which Triad has a Diminished Fifth 7- 

5. Which Triads, having Perfect Fifths, have also Major Thirds? 
MH\or Thirds? 

6. How are Triads named ? 



Which hav« 



? 



\ 



COMMON CHORDS 
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CHAPTER IX 
COMMON CHORDS 

Since a Triad is made up ol but three different sounds, it follows that if we 
attempt to write music in four parts, or for four voices, one member of the Triad must 
be doubled^ or wad twice. The best member to double is the Root. 

As an example take the C Major Triad: 





iJOl^ij^n 



\ 




Root 



In this shape it is known as a Common Chord. 



We may display the Conmion Chord on two staves, using Treble and Bass Clefs, 



thus: 




"P Root 

-Fifth— 
-Third — 




"^ Root " 



As it now stands, having the Root in the Bass, this chord may be written in three 

Positions, thus: 



Boot at top 



Third at top 



Fifth at top 




Bear in mind that it is the same chord, no matter how its component tones may 
be moved about. 

It is important to recognize these three Positions both with the eye and the ear. 



I>et us play them. The original position (a), having the Root at the top, is known 
as the Root Position or Octave Position. In this position the chord has a solid and 
substantial sound. With its Third at the top (b), the chord is said to be in the Third 
Position. This position seems to give an effect of lightness and grace. With its Fifth 
ai the top (c), the chord is said to be in the Fifth Position. This position seems to in- 
dicate somothing to follow or to ask a question. 
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Every Common Chord may be treated in tliis manner. 

The student should next write out in full each of the Six Common Chords in the 
Scale of C, using the three positions of each. 

As the Triad on the Seventh Degree of any Scale is Imperfect, ha^dng a Diminished 
Fifth we will not include it among the Common Chords. 



Octave Third Fifth 



Octave Third Fifth 




-&- 



^ 



D 



XX 



zz^ 



E 



<^ 



a 



^ 






Next, let U8 try all the Cotnmon Chords in the Scale of G, in their three positions: 



'^ 




■if^-^ 



-^— «•■ 



lOL 



XJt — 



..X 



4^ 



iz. 



<Sr 



^ 



'^rE^ 



^-- 




rx 



'^. 



•Gf 



II ■ » 



r**^■ 



v^ 



^ 



■e- 






COMMON CHORDS 
And similarly in the Scale of F: 



S3 






'^■■ 



■Qr 



se:^ 



n 



s: 



— r 



-V 



si 



\^"S 


1 




^ q 






^% 


ris r:s \ 


c^ 


-- ~—\ 



All the preceding exercises should be played over many times in order that the 
student may become familiar with the eflEect of each of the Major and Minor Common 
Chords in their respective positions. 

The following exercise is most important. In this case each bass note is the -Root 
0/ a Giord. No signature is given, so the student must supply the necessary sharps or 
flats in writing each chord. It is indicated whether the chord is to be Major or Minor, 
and the required Position is also indicated. 



Third 



rifth 



Octave 



FifUi 




Octave 



Thiid 



Octafe 



Third 



SSe 



Fifth 



Major 




i3g^ 



Minor 



Major 



Major 



Minor 



Major 



Minor 



Major 



■9^- 



is: 



15L 



IZL 



U^ 




Major 




Octave 

JO-- 



Thlrd 



Octave 



Fifth 



Octave 



Fifth 



Third 



Octave 

o 



-^ ZZ^t—^ E^^^Z 



Major 



Fifth 



MiOor 



Major 



Major 



Major 



Major 



MiOor 



Major 




IX. 



Q 



Major 



Next, let the student analyze the following, indicating the bass notes by a capital 
letter under each, writing between the staves whether the chord is Major or Minor, and 
indiratinff the Position above the upper stnfT : 
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Octaye Fifth OcUve "^^^ (^ -^ "xrii 






Zc6 . Cd 




C At 








^C^. C^ o^. ^ Ir^. Q^^ od.. 



^^- >^ ^^^ i^. ^ 






Play each of the j)rece<ling chorda many times over and listen carefully. 

QUESTIONS 

1. How do we obtain a Four Part Chord from a Triad, and which is the best way ? 

2. What is it called when so obtained ? 

3. In how many Positions can a Common Chord be written ? How are they ob- 
tained ? 

4. How are the three Positions of the Common Chord usually named? 

5. What may he said as the separate eflFect of each Position? 

6. How many Common Chords may be written in each Scale ? Upon what degrees f 

7. What of the Chord on the Seyenth Degree of the Scale? 




COMMON CHORDS IN SUCCESSION 
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CHAPTER X 
COMMON CHORDS IN SUCCESSION 

We now enter upon the real study of Harmony. All the preceding has ,been a 
preparation for and a leading up to this stage. We have learned to build up and to 
recognize the Common Chord, the backbone of all musical construction, and now we 
must begin to learn the use of it 

If all the preceding successive steps have not been thoroughly understood and 
mastered, they should be re^dewed again and again. We must go from the known to 
the unknown, and one seep depends upon the other. 

W*>! are now to learn the use, in Succession, of the Six Common Chords in any 
Major Scale, each chord having its Root for a Bass Note. 

For our present purposes the following may be presented as a good working 
Principle: 

JDo not write two Common Chords in saoeessioiL each haying the same Position. 



Octare 




Octare 



Octare 



Examples: 

Third Fifth 



Fifth 



Fifth 



Third 



s: 



(a) Bad 



ISL 



22: 



■25" 



(b) Good 



is: 



t 



(c) Bad 



-«■ 



22: 



-^E» 



(d) Good 



22 



In examining the preceding Example, it will be noted that at (a) the Common 
Chord of C in the Octave Position is followed by the Common Chord of G, also in the 
Octave Position. At (b) the awkwardness of such a succession is corrected by the use 
of the Common Chord of G in the Third Position. At (c) two Fifth Positions appeal 
in succession. Note how much better the same Chords sound as written at (d ). H'cUu 
the ear as well as the eye. 

Just another Principle: Notes common to two chords written in snooession should 
be retained in the same parts or voices, wherever convenient 

A study of the following example will make this Principle clear: 




/ 



At (a) C is the Root of the C Major Chord and the Third of the A Minor Chord; 
it is retained in the upper voice. E is the Third of the C Major Chord and the Fifth 
of the A Minor Chord; this note is also retained in the same voice. At (b) G is 
common to both chords. At (c) C is common to both chords. 



36 



OREM'S HARMONY BOOK 



Here is an example of a given Bass hannonized in accordance with the two ford- 
going Principles: 

Positions: 

Octave Fifth Octave Fifth OcUvo Fifth Third Fifth Third 




Roots: C 



n 



G 



E 



D 



G 



C 



In playing this example do not observe the Ties ( -^--^ ). These are simply used 
to indicate the employment of notes common to two successive chords. It will be 
observed that no two chords are used in succession in the same position. Notes com- 
mon to two successive chords are retained, except at (a). 

The following exercises should be harmonized by the student. Write out each 
exercise complete, then try it over and listen carefully. It should conform to the fore- 
going Principles and it must sound well. If it is not satisfactory, do it over again. 
Remember that each Bass Note given is to be the Root of a Common Chord ; no two 
Chords are to be used consecutively in the same Position; retain, as far as convenient, 
notes common to two successive chords in the same parts or voices. 

The Root in the Bass decides what Ciuyi^d shall be used, the student must decide 
what PasfUUm is best. In the latter case something is left to the taste and judgment of 
the individual. What does not sound well should not be written. 



Now for some real constructive work. 



■\\. \'iy 








•J 



zi 



2^=2= 
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The Position of the first chord in each of the foregoing exercises has been left to 
the student. It is suggested that for the sake of practice each exercise be written out 
three times on a separate sheet of paper, beginning each time with a different position 
of the opening chord. Then play all three versions in each case and select the one 
that sounds best. 

QUESTIONS 

1. What is the first Principle to be observed in writing Succession four-part Com- 
mon Chords with the Roots in the Bass ? 

2. What is the next Principle ? 

3. How do we know what Chord shall l)e used ? 

4. How do we decide what Position to use? 



\- 
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CHAPTER XI 

HAKHONIZINa A MELODY 

The knowledge gained in the preceding chapter may be applied to the harmoniza^ 
tion of a Melody, or upper voice part To a given bass part we have been adding 
three other parts or voices. If we examine the various exercises we will find that 
each note of the topmost part or voice in each exercise is either the Root, the Third or 
the Fifth of a Chord. This gives the clue to our reasoning. 

In harmonizing a Melody we must decide each note as we come to it: whether it 

is to be the Root, the Third, or the Fifth of a Chord. The Melody Note 
for instance, miglit belong to either of the three following chords: 





At (a), it is the Root of the Chord C-E-G; at (b), the Third of the Chord A-C-E; 
at (c), the Fifth of the Chord F-A-C. Play each of these many times and compare 
the effects. Learn to recognize each one when heard. 



Let us take 




, the Second Degree in the Scale of C. It might be the 



Root of the Chord D-F-A, or the Fifth of the Chord G-B-D, but it should not be used 
as the Third of the Imperfect Chord B-D-F. 




The remaining Degrees in the Scale of C may be harmonized in a similar mannei 
as follows: 

E F G A B 
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It will be observed that F is used as the Root of the Chord F-A-C, and the Third 
of the Chord D-F-A, but not as the Fifth of the Imperfect Chord B-D-F; B is used as 
the Third of the Chord G-B-D and the Fifth of the Chord E-G-B, but not ag the Root 
of B-D-F. Make an ear-training exercise of the preceding, listening carefully to the 
Positions and their effects. 

In a manner similar to the preceding let the student write out in full the har- 
monies for the Scale of G: 

G A 




■*-tr 



-*-*»- 



■^v 



» -r- 
' i »— — — - 



V,' 



^ 




cr 



And for the Scale of F: 





In harmonizing a Melody according to the knowledge so far attained, the Priiici 
pies of tho preceding chapter will he applied, as well as the following: 
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Each Exercise shonld begin and end with the Tonic Ghord, or Chord built upon tho 

First Degree of the Scale. 

Place the Root of each Chord in the Bass. 

Do not employ the Sev»ith Degree of the Scale as the Root of a Chord. 

Avoid awkward or long skips in the Bass. 

Let us work out a harmony for the following: 




& 



& 



& 



\ 



The first chord mu8t be the Tonic Chord. 
Put the Root C in the Bass and fill in the 
chord : — 




This will also be 
the final chord. 



Having used the Octave Position for the first chord, the next chord should be in 
either the Third or the Fifth Position. If B is considered the Third of a Chord, the 
Root of the Chord must be G; if B is the Fifth of a Chord, the Root will be E. 



Try both: 




Since it will have two tones 
in common with the open- 
ing chord let us select the 
Chord of E, (Fifth Posi- 
tion). 



Next, we have C again. 
This may be the Root of the 
Chord of C or the Third of 
the Chord of A: — 




Let us select the latter. 



Next we have D, which 
may be harmonized: — 




We prefer the latter 
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The next note E may 
He a Root or a Third. Try 
these: — 




We incline to the latter. 



The next note F may be a Root only. It cannot be a Third, since tlie preceding 
Chord has been used in the Third Position. It cannot be a Fifth since the Root 



would be B and the Chord 
an imperfect one. It must 
be: — 




Position, there is only one 
thing left for the next to the 
last note D. It must be in 
the Fifth Position, thus: — 




Since we have used F in the Octave 
Position and we already know that 
the final Chord is to be in the Octave 



Now write out the exercise complete 
and play it many times, dwelling 
upon each Chord. This will repay 
the most painstaking study and re- 
peated analyses. 




In Class work, wherever possible, it would be well to sing over this exercise nnd 
all succeeding ones, in four-part harmony. 

Now let the student try a few. 
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Stick to the foregoing until it sounds well. Try it first on a separate, piece of 
paper before writing it in the book. 

Now try another : 




See that the Bass part moves easily and naturally. It must always do 90. 
Now one more : 




QUESTIONS 

1. Afte ' harmonizing a given Bass by adding three upper parts or voices, of what 
members of chords do we find the topmost part or voice to consist ? 

2. What principles must be followed in harmonizing a given Melody, each Bass 
note being the Root of a Chord ? 

3. What is meant by the Tonic Chord f 
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CHAPTER XII 

HARMONT^JNG A MEIiODY CONTINUED 

The Bass or lowest part and the Helody or topmost part are known as the Outer 
Voices. 

When hoth Outer Voices move in the same direction, up or down, it is known as 
Parallel Motion ; when one Voice remains stationary and the other moves in either di- 
rection, it is known as Obllqae Motion ; if the Outer Voices move in opposite directions, 
it is known as Contrary Motion. 

Examples : 



w 


r ^^ 
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^^^ ^^O 
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Parallel Motion 


ObUqne Motion 


Contrary Motion 
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In good writing Contrary Motion is preferable (where possible); Oblique Motion in 
next best; Paralld, or Similar Motion is 7iext; but, all foUT parts mnst never proceed by 

Parallel or Similar Motion. 

Observe the foregoing Principle in all succeeding work. 

Schmnann has said that the Bass part should always be as smooth and flowing 
as the Melody itself. This is a good maxim to bear in mind from the very beginning. 

The present work is most vital. It lies at the very foundation of all musical con 
struction. It must be mastered thoroughly before one can go further. Every chord 
that is written and every succession of chords must be tried out and tested, played or 
sung, or both. Nothing must be allowed to stand that does not sound well. This is 
after all, the final test. 

The following melodies are to be harmonized in the manner of the preceding 
chapter with all the old as well as the new Principles in full force. 

After having decided what chord to use, write the Bass Note firsts and then fill in 
the remaining parts or voices. Look well to the motion of the Bass part 

Occasional Chords and Basses are given as an additional aid to the student in ac- 
quiring a smooth and fluent style. The same Chord may be used twice in succession, 
but the Position should change. 
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There are further principles and suggestions which serve to aid in the mastery of 
Successions of Common Chords with Roots in the Bass which must be deferred until 
later. Temporarily, we must leave the present subject. 



QUESTIONS AND REVIEW 

1. What are the Outer Voices ? . 

2. What is Parallel or Similar Motion? Oblique Motion? Contrary Motion? 
Gfive Examples. 

3. Name the above in order of preferences. 

4. Give the Principle for the Motion of Voice parts. 

5. Make an Example of all Jour parts proceeding in Similar Motion. 

6. What did Schumann say about Basses? 



THE FIRST INVERSION 
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CHAPTER XIIT 
THE FmST INVERSION 

It is not always necessary to use the Root of every Chord for a Bass Note. When 
a Member of a Chord other than the Root is used in the Bass, it is said to be an In- 
yersion of the Chord. When the Third of any Chord is used in the Bass, the Chord 
is said to be in the First Inversion. 

As an example take the Chord of C Major, place the Third in the Bass instead of 
the Root, and let the Root replace the Third as one of the Upper Voices, thus: 




riot 
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Kinh— 
Third — 




T^Ttoot 



C Major Chord 
Octave Position 



"gy Koot 



■^ Fifth 



Root 



OTfif?a— 



Major Chord 
First Inversion 



In the following exercise let the student write out, in the same manner, the Octave 
Position of each Chord in the Scale of C and follow it in each case by the JF^rst Inver- 
sion of the same Chord. 
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Play these many times contrasting the Position with the Inversion. Train the 
car, so that the Inversion may be readily distinguished whenever heard. 

Let the student analyze the following exercises, writing above each Chord its 
Name, and its Position or Inversion. 
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C Major 
First liiv. 


F Major 
Third Poe. 
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In the First Inversion of a Common Chord either the Root or the Fifth may be 
doubled (used twice). 

To recapitulate, we give below the Positions of the Chord of C, and the various 
ways in which the First Inversion may be written. 



Positions 

Octave Third Fiah 



C Major Chord 
First Inversion 

Rooi Doubled , 



First Inversion 

Fiah Doubled 




Third in 



At the Chords marked X it will be noted that the doubling is in unison, both 
parts or voices taking the same tone. One often sees this in hynm tunes or in other 
music for four voices. 
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The foregoing ofifers abundant opportunity for analysis and ear-training. See what 
may be done with a single chord. 

Now let the student harmonize the following exercises. 

Each note marked x is to be the Third of a Chord; hence, a First Inversion is re- 
quired. All other notes are Roots of Chords, just as before. 

All previous Principles are in full force. 

Any Pomtian may precede or follow an Inversion, 
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In the following exercises let the student select occasional opportunities to use 
First Inversions to advantage. 

There is one degree of the Scale {tJie Seventh Degree) which, when it is found in 
the Base, should invariably be treated as the Third of a Chord; since it is not to be 
used as the Root of a Common Chord. 

Two First Inversions may be used in succession by doubling the Root in one Chord 
and the Fifth in the next; or by doubling in the Unison in one Chord and in the Octave 
of the next, thus: 



C D 

FIrflt luyer. First Inyer. 



C D 

First Inyer. First Inyer. 




Root 


Fifth 


Root 


Root 


Doubled 


Doubled 


Doubled 


Doubled 






Unifion 


Octave 
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Do not consider these exercises as having been conquered until they are made to 
sound well. Try them again and again. 



QUESTIONS 

1. What is meant by the Inversion of a Chord? 

2. What is meant by the First Inversion ? 

3. How many Common Chords in any Major Scale may be written in the First 
Inversion ? 

4. Which Degree of the Scale must be treated as the Third of a Chord ? 

5. Mav First Inversions be used in succession? How? 
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CHAPTER XIV 

HARMONIZING MELODIES RESUMED 

In a preceding chapter the student harmonized given Melodies, using Roots of Chords 
only in the Bass. At this point the Harmonizing of Melodies may be again taken up 
and a few First Inversions introduced. More variety may be gained in this manner 
and awkward places be avoided. A Chord in its First Inversion lias a certain lightness 
and freedom which it does not obtain in any of the Positions, 

Here is an example for Analysis. Let the student indicate in writing the name of 
each Position and Inversion, giving the Root beneath. 

Position or Inversion: 

Fifth Poa. viT^tlnv. Third Pos. 




Roots: 




Using all means so far at his disposal and observing all preceding Principles, let 
the student now work out eflfective harmonies for the following Melodies. They must 
be made to sound well. Strive for good Motion and an easy and melodious Bass. 
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Tonic Chord : 

First Inv. 







No Questions are given at the end of this Chapter, since no new Definitions m: 
iPrinciples ha\ e been introduced. 



D£GKE£ NAMES — THE SECOND INVERSION 



56 



CHAPTER XV 
DEGREE NAMES — THE SECOND INVERSION 

We have already learned that the First Degree of the Scale is known as the Tonic, 
and that the Chord of which the First Degree of the Scale is the Root i^ known as the 

Tonio Chord. 

The remaining Degrees of the Scale are named as follows : Second Degree — Super- 
toniG» (upon or over the Tonic); Third Degree — Mediant, (half way between the First 
and Fifth Degrees); Fonrth Degree — Snb-Dominant, (the same distance below the Tonic 
as the Dominant, or Fifth Degree, is above it); Fifth Degree — Dominant, (ruling the 
Scale); Sixth Degree — Sub-Mediant, (halfway between Sub-Dominant and Tonic); 
Seventh Degree — Leading Note, (leading to the Tonic). All the Common Chords are 
named in the same manner, according to the Positions in the Scale of their respective 
Roots. 

The following Exercise is splendid practice. 

In the numbered spaces following, let the student write out the corresponding 
Chords as here prescribed, using the proper Position or Inversion and supplying any 
necessary Sharps or Flats. The first few Chords are given to show how the remainder 
are to be filled in. 



1. 


Tonic Chord 




Scale of C — 


First Inversion. 


2. 


Dominant Chord 






of C 


Octave Position. 


8. 


Sub-Dominant Chord 






ofC 


Third Position. 


4. 


Mediant " 






ofG — 


First Inversion. 


6. 


Sub-Mediant " 


— 




ofC — 


Fifth Position. 


6. 


Supertonic ' ' 


— 




ofG 


Third Position. 


7. 


Sub-Dominant ' • 






of F — 


Octave Position. 


8. 


Tonic 







ofBl^ 


First Inversion. 


9. 


Mediant " 







of D 


Fifth Position. 


10. 


Sub-Mediant " 






of EIr— 


Octave Position. 


11. 


Dominant " 






of A 


Third Position. 


12. 


Supertonic " 






of F 


First Inversion. 



1. 



2. 




3. 



4. 



0. 
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In working out the foregoing, reason it out thus : In the Scale of C the Iconic is 
C; hence the Tonic Chord must be C-E-6, and the First Inversion will require E (the 
Third of this Chord) in the Bass. In the Scale of C the Dominant is G; hence the 
Dominant Chord must be Q-B-D, and the Octave Position requires G in the Bass and 
6 at the Top, and so on. 

At this stage the student should practice diligently the naming and writinsj of 
Common Chords according to the Degree names of the Scale. 

When the Fifth of a Chord is placed in the Bass, the Chord is said to be in its 
Second Inversion. In writing the Second Inversion of any Chord the Fifth of the Chord 
is the best member to Double. 

Here is the Second Inversion of the C Major Chord written in three ways, the 
Fifth being Doubled in each case : 




ThIitL. 



Root 



Fifth- 



O ViftW 




Flfth- 
Thlid- 
Root 



OTffiE 



Play these over many times and endeavor to fix the effect firmly in the mind. 
Note the total difference between the Second Inversion and the First Inversion and 
how both of these differ from the Positions. Once again let us recapitulate : 



C Major Chord : 

Positions 



First iDvenion 



Second Inversion 





See what may be done with a single Common Chord. What may be done with 
one may be done with all. 

A Chord in its Second Inversion seems invariably to give the impression of some- 
thing to follow. 

Too much attention cannot be paid to the Second Inversion. Beginners in mu- 
sical construction, and practical writers also, for that matter, frecjuently fail to appre- 
ciate its significance and true usefulness. 

As an exercise let the student write out (each in three ways) the Second Inversions 
of the Tonic Chords of the Major Scales of C, 6, D, A, E, B, Gl^, Db, Atr, Et^, B>, 
F, giving the proper Signature for each Scale. 
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QUESTIONS AND TESTS 

1. What names are given to the Degrees of the Scale, in their order? 

2. Do these names apply also to the Common Chords based on each Degree ? 

3. What is meant by each of these Degree Names as applied to its appropriate 
Degree? 

4. What is meant by the Second Inversion of a Chord ? 

5. In the Second Inversion what member of the Chord is best to double ? 

6. What is the Dominant-Degree in the Scale of C ? Sub-Dominant in F ? Me- 
diant in A ? Sub-Mediant in D ? Leading note in G ? Leading note in E ? Tonic 
in B Ir ? Supertonic in B b ? 

7. Name the Root, Third and Fifth of each of the following Chords: Tonic, (Scale 
of G); Dominant, (Scale of D); Sub-Dominant, (Scale of BI7); Mediant, (Scale of 
A); Sub-Mediant, (Scale of G); Supertonic, (Scale of E). 
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CHAPTER XVI 

SECOND INVERSION CONnNUED 

Ordinarily the Tonic Chord in any Scale is used most in the Second Inversion, In 

such cases it is best to follow the Second Inversion of the Tonic Chord by the Dominant 

Chord with its Root in the Bass. For instance : If the Chord C-E-G be used in the 
Second InversuyOy having its Fifth (G) in the Bass, it will be followed by G-B-D, (the 
vomifiiant CSiord in the ,Sccue o) ) with its Root C^:? '-^ ^h** Bass t-,aa : 

Scale of C: 



Tonic Chord Dominant Chord 

Second Invei>ion Tbird Position 




In another 
PoHltion 



SL 



lar 




B 



Still another 
Position 




^" 



Fifth in Ban 



Boot in Ban 



Make an Ear-training test of the above. It is one of the most common Successions 
of Chords, and one should be able to recognize it readily whenever heard. 

Now let the student write out the above example in each of the Scales indicated, 
in the spaces given below. 

Scale of G. 




Scale of F. 
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Scale of D. 




Scale of B tr. 




Scale of A. 




Scale of Et^. 

in k 






1 V 1 ^ 






WLrr k 
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Scale of E. 
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Scale of At^. 




Scale of B. 




Scale of Dl^. 




After these have all been written in correctly, play them all, many times over. 

The student should now be prepared to employ the Second Inverdon in the harmo- 
nization of some given Basses. In these Basses First Inversions should also be em- 
ployed. Bass notes not marked will be Roots of Chords as usual: notes marked x will 
be Thirds of Chords, indicating the use of the First Inversion: notes marked 5 will be 
Fifths of Chords^ indicating the use of the Second Inversion. 

First of all we append a short exercise for analysis by the student. Each Chord 
is numbered, and upon the corresponding numbered line following the exercise let the 
student write out just what each chord is, in the manner given for No. 1. 

For analysis, by the student. 




SECOND INVERSION CONTINUED 



Ki 



1. Tonic Chord — Third Poeition. 

2. 

3. 

4. 

6. 

6. 

7. 

8. 

9. 
10. 
11. 
12. 
13. 
14. 
15. 

Now harmonize the following, as directed on the preceding page. 
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All of the foregoing may be made to sound smooth and melodious. The student 
must conquer them before proceeding further. 

In harmonizing the foregoing the student will have discovered that, after all, a 
Second Inversion is about as easy to manage as anything else. 

Whenever the Fifth of the Scale is found twice in the Bass^ consecutively y a Second In- 
version of the ToniCy followed by the DonUnanty seems to be indicated. Consequently, 
let the student, who is already familiar with the use of the First Inversion, harmonize 
the following Basses to suit himself, bearing in mind, of course, that they munt sofind 
well. 






QUESTIONS 

1. What Chord is most generally used in the Second Inversion? 

2. How is it followed ? 

3. In harmonizing a Bass, how can an opportunity for use of the Second Inversion 
of the Tonic be most readily discovered ? 
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CHAPTER XVII 

CADENCES 

The word Cadence (Latin: caderCy to fall), as used in the art of music, refers to the 
form of ending of any musical thought. The word Cadence referred originally to the 
fall of the voice, in spoken language. 

The more important musical Cadanoee are as follows: — 

PerfiBCt Cadence. The Dominant Chord followed by the Tonic Chord, both chords 
having their Roots ip the Bass, with the final chord in the Root or Octave Position. 

Example: Scale of C. Perfect Cadence. 



Root 

POB. 



Root 

P08. 



or 




Roots iu Buss 



Roots In Baas 



Imperfeet Cadence. The Dominant Chord followed by the Tonic Chord, but with 
either Chord inverted, or with the final chord not in the Octave Position. 



Example: 



< 



Scale of C. Imperfect Cadence. 



Third 
Pes. 



Fifth 
Pos. 



or 



or 




Dominant Tonic 




■&■ 



Dominant Tonic 



Dominant Tonic 



-Q- 



First Inyersion 



Roots in Baa 



Roots in Bass 



Plagal Cadence. The Sub- Dominant Chord followed by the Tonic Chord (Roots in 
Bass). An old Church Cadence. 



Example: 




Scale of C. Plagal Cadence. 

or 



or 



Sub-Dom. Tonic 



Sub-Dom. Tonic 




Sub-Dom. Tonic 



Roots in Bass 



Roots in 



Roots in Baai 
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Half Cadence. The Tonic Chord followed by the Dominant Chord (in any Position). 

Example: 

Scale of C. Half Cadence. 



or 




or 



Tonic Dominant 




Tonic Dominant 



-«- 




"■B" 



Tonic Dominant 



s: 



Deoeptiye Cadence. The Dominant Chord followed by any chord, other than the 
Tonic. 



Exampik: 



Scale of C. Deceptive Cadence. 




Dominant 



Submediant 



-&- 



These Cadences all have their uses and a mastery of them will aid the student 
greatly in harmonizing melodies, in harmonic analysis, and later on, in attempts at 
elementary composition. 

The Perfect Cadence implies a full dose; hence it must be used but rarely, except 
for this purpose. The Imperfect Cadence, while it may be used for a close, is less fined 
than the Perfect Cadence; hence it may be employed more freely. The Plagal Cadence 
(ddewise or collcUeral), while it is sometimes used for a close, may be employed at will. 
The Half Cadence invariably indicates something to follow. It avoids a close. The 
Deceptive Cadence is also used to avoid a close. Both these latter are employed freely. 

As an Exercise, let the student write out, in the following given spaces, the Perfect, 
lmperfl9Ct, Plagal, Half and Deceptive Cadences, in each of the Scales indicated, using all 
the Positions as given in our Examples for the Scale of C. 



Scale of G: 

Perfect Cadence 



Imperfect Cadence 



n#* — ^-' 


r 


o 


r or 


\m - 








3 








{^'^ 


. 
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I: 




I 



Plagal Cadence 



or 



or 



Half Cadence 




or 



Deceptive Cadence 



or 



Scale of F: 

Perfect Cadence 


Imperfect Cadence 

or or 


V 








JL^ 7 




■ 




fm^ 








V<\) 








tj 




•• 




^^w • 








m* 
















17 










Plagal Cadence 



or 



or 



Half Cadence 



Deceptive Cadence 



or 



or 
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Scale of D: 

Perfect Cadence 



Imperfect Cadence 




-nil 




Plagal Cadence 

€tr or 


1 V m 


h 








UlL.13 


\ 








If fR ^ 


r 








V<\) 










■ 






C\^ 








I'm 


h 








^Tii 


I 










r 









Half Cadence 




Deceptive Cadence 



or 



Scale of Bt^: 

Perfect Cadence 






"if 




Imperfect Cadence 



or 




Plagal Cadence 



or 



or 
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Half Cadence 


Deceptive Cadenoe 


1 V 1 K 








IJ^ n 








If/Tr 








V^-L/ 








t/ 








C\* -L 








•I. 7 








^? 















Make Ear-training Exercises of all these. 

The student should be able to write out all of the Cadences in any given Scale. 



QUESTIONS 

1. What is a Cadence ? 

2. What is the Perfect Cadence ? 

3. What is the Imperfect Cadence ? 

4. What is the Plagal Cadence ? 

5. What is the Half Cadence ? 

6. What is the Deceptive Cadence? 

7. What is the use of each of the Cadences? 
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CHAPTER XVIII 
HAfiMONIZIN& MELODIES RESUMED 

With all the knowledge so far attained, the student may now essay the harmonizing 
of some plain melodies. All the preceding Principles are in force. As working tools 
we liave now Common Chords in the Three Pooitions, First Invenions, Second Inver- 
sions, Cadences. 

First of all, let us work out together a good, substantial, well-sounding harmony 
for the following melody. For variety and practice let us work in the Scale of G. 

Here is the melody to be harmonized. Let us study it out note by note, num- 
bering each one. 



1 



3 4 



5 6 



8 9 10 11 12 13 14 



15 




1. We must use the Tonic Chord: G, B, D, preferably with its Root in the Bass. 

2. C may be the Root of the Chord C, E, G, or the Third of the Chord A, C, E; 
but it may not be the Fifth of the Leading Note Chord. Let us select the Chord C, E, 
G, Root in the Bass (Octave Position). 

3. B may not be the Root of the Chord B, D, P J| since we have used the preceding 
Chord in the Root or Octave Position; but B may be the Third of the Chord G, B, D 
or the Fifth of the Chord E, G, B. Let us select the former. This we discover to be 
the Tonic Chord, and, as a Second Inversion is admissible, let us try one : G, B, D, 
with D (the Fifth) in the Bass. Bear in mind, however, that we could not have em- 
ployed a Second Inversion of the Tonic at this Point, had we not, by looking ahead, 
discovered the possibility of following it by the Dominant Chord. 

4. Since we must here use a Dominant Chord, and, as D is the Dominant in this 
Scale, we know that we must write the Chord, D, Fjlf, A. Root in the Bass. 

5. G may be the Root of the Chord, G, B, D or the Third of the Chord E, G, B; 
but it could not be used as the Fifth of C, E, G, since that would give us two Fifth 
Positions in Succession. As the preceding chord is the Dominant let us make a De- 
ceptive Cadence by writing E, G, B; E in the Bass. 

6. A may be the Root of the Chord, A, C, E, or the Fifth of the Chord D, Fjf, A, 
but not the Third of the Chord Fj|, A, C; for two reasons. What are these reasons? 
Let us make it the Root of the Chord A, C, E, and try a First Inversion, since this 
will give Contrary Motion between the outer parts. Put C in the Bass and Double A. 

7. Fft may be the Third of the Chord D, Y% A. If we try this chord, with its 
Root in the Bass, we will like it far better than B, D, Fj|, the only other chord that 
we could employ. 

8. G, the Tonic. A chance for an Imperfect Cadence. Follow the preceding 
Dominant Chord, by its Tonic, G, B, D, with its Third in the Bass. A First Inver- 
sion. Double the Fifth of this Chord in the Unison. 
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9. A, the Fifth of the Chord, D, F^, A. Another chance for a Dominant Chord. 
Put the Root, D, in the Bass. 

10. B, Third of the Tonic Chord, G, B, D. Another chance for an Imperfect 
Cadence. G, B, D, in the Third Position, following the Dominant Chord (D, Pjf, A). 

11. D may be the Root of D, ¥% A, or the Fifth of G, B, D. Let us select G, B, 
D, and make it a First Inversion, B, the Third, in the Bass, and D, the Fifth, doubled. 

12. C may be the Root of the Chord C, E, G; and this is probably the best to use. 
The Octave Position fits in nicely. Always look out for good motion in the Bass Part. 

13. 14, 15. The final chords are always the easiest. Whenever possible^ we end 
with the Perfect Cadence. 14 will give us the Dominant Chord in the Fifth Positon 
(D, Fjlf, A; D in the Bass). 15 will give us the Octave Position of the Tonic Chord. 
Just right. Whenever it may be managed, the Second Inversion of the Tonic Chord 
is best to precede a perfect Cadence. We have it at 13: G, B, D; D in the Bass; D 
(the Fifth) doubled. Here is the Exercise completely harmonized, according to the 
foregoing reasoning. 




The above will amply repay the closest study and analysis. It is by far the most 
important thing we have done. This exercise cannot be made to somid better with the 
means so far at our disposal. The student mtist master every detail of its working out 
before attempting to go further. Make an ear test of it as well. Play each chord sep- 
arately, and consider its connection with the chords which precede and follow it. 

The student is now ready to harmonize some melodies, reasoning them out and 
testing by the ear, just as in the preceding exercise. 



Here they are. 
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1 



«- 




m& 



A — 



-(S>-"^- 






:t 







Sfe«: 



2^ 



?— ^ 



T=^ 



H h 
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-4 



-& 



J— 4 



All these must be done, and well done, before the student goes further. Spend as 
much time as is needed upon this Chapter, and see that every Exercise is made to 
sound welL All m«4«t sound well if they are handled properly, according to all the 
preceding Principles and Precepts. 

No Questions are given for this Chapter, since no new material has been intro- 
duced, and the work is all of practical character. 
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CHAPTER XIX 
THE MINOR 80ALE 

So far we have dealt only with the Major Scale. We now come to a considerati^t 
of the Minor Scale. As this book has to do only with the practical use of the Scales, 
as we find them, we will not go into their history. Suffice it to say that each TSd^r 
Scale is supposed to have a Relative Minor Scale. This relationship lies in the fact 
that these Scales have many notes in common. The Tonic of the Relative Minor is 

always found a Minor Third below the Tonic of the Relative Majoro 

Suppose, for example, that we wish to write out the Relative Minor of C Majirr. 
The Tonic of C Major is C. A Minor Third below G is A ; hence, A is the Tonic of A 
Minor. To write out the Scald of A Minor, simply rearrange the notes, just as we find 
them in G Major, starting on A as the Tonic. Use the Same Signature for both. 

Here is the G Major Scale : 




^ Sl 



1©- 



1 



Now, begin on A ( a Minor Third below C) and rearrange these same notes: 




SL 



m 



We have now constructed the 3cale of A Minor. 

Let us examine it, play it, sing it, and listen to it. 

In this Scale, as it stands, we find the Half-Steps to lie between the 2nd and Srd 
Degrees, and the 5th and 6th Degrees, 

Scale of A Minor: 




There is little difficulty in recognizing the Minor Scale, when heard ; but, for 
practice, Major Scales and Minor Scales, beginning on various Tonics, should be played 
and sung, and the student should endeavor to pick ihem out. 

In the form in which we have written it out, the Minor Scale is known as the 
Natoral Minor Scale. Modem musical requirements, however, have compelled several 
modifications in the Minor Scale. 

The form of Minor Scale with which we have most to do at present is known aa 
the Harmonic Minor Scale. It differs from the Natural Minor Scale only in the fact thax 
the 7th Degree is raised chromatically both ascending and descending. 
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For example: 

A Minor, the Natural Mmar 




ISL 



O— « -^ ^-— «— C7 



I 



A Minor, the Harmonic Minor, 




l?-=^fe?=s: 



7th Degree, raised chromatically 

Play this form, and contrast it with the Natural Minor; also, with the Major. 

There is still another form of Minor Scale known as the Melodic Minor Scale. In 
the Melodic Minor Scale the 6th and 7th Degrees are raised chromatically, ascending, but 
remain unaltered, descending. 

For example: 

A Minor, the Melodic Minor. 

6 7 7 6 




^^^ ^^^ ^fl^l^P V^^^i^ ^mb^i^m 

• • • • ^"^ ^^ ^<^ 

• • • • ^-^ 

Baised Unaltered 

Play and compare chromaticany descending 

ascending 

Now for a most important exercise by the student. Write out in full each Major 
Scale, as indicated below, giving the proper Signature. Beneath each Major Scale 
write out in full its Relative Minor ; first, the Harmonic Minor ; then, the Melodic 
Minor. Give the proper Signature for each Relative Minor, corresponding with its 
Relative Major. Make all Chromatic Alterations correctly. In the Melodic Minor use 
such fcj's, )t's and t^'s as are necessary to indicate that the 6th and 7th Degrees are 
to remain unaltered descending. 

C Major: 




22: 



A Minor, Harmonic Minor. 




'^m^m 



m 



A Minor, Melodic Minor. 
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G Major: 



E Minor, Harmonic. 





I 



E Minor, Melodic. 



D Major: (write in Signature). 




I 



^ 



I 



(Name the Scale, and form of Scale), (write in Signature). 





A Major: 




I 








i 



E Major: 




I 



THE MJCNOB SCALlfi 



T5 




1 




B Major: 









] 



Fjl Major: 












I 



Gb Major: 




] 
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I 



Dlr Major: 






Air Major: 






Elr Major: 





1 



I 







1 
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Bt) Major. 






F Major: 






i 



QUESTIONS 

1. What is meant by the Relative Minor Scale ? 

2. How do you find the Tonic of the Relative Minor? 

8. By what name is the original form of the Minor Scale known? 
4. How is the Haimonic Minor Scale made ? 
6. How is the Melodic Minor Scale made ? 

6. What is the Relative Minor of Etr? Of B? Of Dtr? Of Ffi? 

7. What i£ the Relative Major of Cft Minor? Of G Minor? Of F Minor? 



Of 



D Minor? 
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CHAPTER XX 

EARMONT IN THE MINOR 

Aa mentioned in the preceding chapter, we have to deal chiefly in this book with 
the HarmoBic Kinor Scales. Let us investigate the Triads in the Harmonic Minor Scale, 
taking A Minor as our model. Here they are: 

A. Minor: 




1. The Tonic, consisting of Root, Minor Third, and Perfect Fifth, is a Minor Triad. 

2. The Snpertonic, consisting of Root, Minor Third and Diminished Fifth is known 

as a Diminished Triad. 

3. The Mediant, consisting of Root, Major Third and Augmented Fifth is known 

as an Augmented Triad. 

4. The Sub-Dominant, consisting of Root, Minor Third and Perfect Fifth, is a Minor 
Triad. 

5. The Dominant, consisting of Root, Major Third and Perfect Fifth, is a M^jor 
Triad. 

6. The Sub-Mediant, consisting of Root, Major Third and Perfect Fifth, is a M^jor 
Triad. 

7. The Leading Note, consisting of Root, Minor Third and Diminished Fifth is a 

Diminished Triad. 

Thus, we find, available for Harmony in the Minor, four Common or PerfBOt Chords 
(chords containing Perfect Fifike); the Tonic (a Minor Chord); the Sub-Dominant 
(a Minor Chord); the Dominant (a Major Chord); the Sub-Mediant (a Major Chord). 
Let us make a Table of all our resources, writing out these Chords in their Positions 
and Inversions. Here it is: 



A Minor: 
The Tonic Chord. 

Root ThfM Fifth 
Po6. P08. Poe. 



The First Inversion 



The Second Inversion. 
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The Sub-Dominant Chord. 

Boot Foa. Third Fob, Fifth Pot. 



The First Inversion. 



n? — ^r~ 


— g 




- 




i-^jm" 




^^ - 




lifL ? 






*^ 


^ 


& 


- or- 




&& 


^—k— 


a 


» 




o 






V o 


o 


JSL 








a 


c\* 


i*-} 


— g— 


g 


1*^ 


^5 


i*-i 


r f • i-n 


i*-j 


i*-> 


c^ 


c^ 


cy 


ZJ0 


1^ » 


&r 


Or 


1 


1 1 


1 



The Dominant Chord. 

Boot Pot. Third Pot. Ftnh Pot. 



The First Inversion. 





© © © fii9 fil9 

19 & iSG & 

1 

^ ii* i*_. l*_p i*^ i*^ 


IQ. O C fit_ 


^f& ^(&L_ {|S^ Jffl llft^ .ff& 



Note the Major Third in this Chord (6^), obtained by raising Chromatically the 
Seventh Degree of the Scale. 

The Sub-Mediant Chord. 

Boot Pot. Third Pot. Fifth Pot. 



The First Inversion. 




Play all of the above examples many times, both Triads and Common Chords. 
Train the ear, and learn to distinguish one from the other. 

Now, let the student write out in the remaining Minor Scales, giving correct Signa- 
tures, tables of Chords in Positions and Inversions, exactly like the above. Give the 
name of each Chord and indicate Positions and Inversions, just as in our example. 

£ Minor: 




80 



OBEM'S HARMONY BOOK 




* 




I 




* 



(Look out for Major Third). 



I 



rfbl 




^ 





B Minor; 



y 






>5_ 






ff^ 






"k 






(Student supply Signature). 






2^» 






■• 






j^ 













• ~ ~l" " 

• 
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(Look out for Major Third). 




F{f Minor: 
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C|| Minor 




_ I ■ 1 1 I I I ■ I 

• ___^__ _^_^_^_ ________ 
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6^ Minor: 



• ~~~^ 



• 






ElT^ Minor: 
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Pi^^==^= 




Bb^ Minor: 




fa^ ^^^^^ EEEE ^IEEEEEEE EE^ 



HAEMONY IN THE MINOR 



85 



^^™ 




F Minor: 
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C MiNOR: 
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6 Minor: 





♦ ^______ 




• ^_^^ ^___ 



D Minor: 



nr 




^m ■ 


\JL 






]fm 












%j 






ff\* 






!• 






7^ 
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• ^^_^______ ' 























^^^^^^H 




^Jj^mg^jB^UMIiBmiiBiM^WBBUBPBB 




^^^■^^^^p^^^H^Him^^H^^^te^^^^^^Hi 




^^^■^^^^^^■^^■■■■■■iH^^^H^^^H^^^H 







V 1 # •» 

I* 



This is good practice. Do not shirk it 



QUESTIONS 

1. Which Triads to be found in the Harmonic Minor Scale contain Minor Thirds? 

2. Which Triads contain Major Thirds ? 

3. Which Triads contain Perfect Fifths ? 

4. Which Triads contain Diminished Fifths ? 
6. Which Triad contains an Augmented Fifth ? 

6. flow many Common Chords are available in the Harmonic Minor Scale ? 

7. Which of these Common Chords are Minor and which are Major? 
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CHAPTER XXI 
HARMONT IN THE MINOR GONTINnED 

Bearing in mind all the working principles so far attained, the student is now 
ready to harmonize some exercisos in the Minor Scale. 

The student will have noted that there is a skip of an Augmented Second from the 

Augmented Second 
Sixth Degree to the Seventh Degree 



of the Harmonic Minor Scale, thus: 




It is well to avoid 



this skip both in the Melody and in the Bass. Try to sing it at sight. 
Here is a sample exercise completely analyzed: 




3S 



1 



-&- 



■&■ 




-<S>- 



^ 




6 



8 



9 



1. The Tonic Chord, Third Position. Since the Signature is the same, both for the 
Major Scale and for its Relative Minor, the Tonic Chord (A Minor, in this case) tells 
us the Scale in which we are working. 

2. The Submediant Chord, Fifth Position. 

3. The Sub-Dominant Chord, Root Position. 

4. The Dominan^t Chord, Fifth Position. This Chord also aids in settling the 
Scale in which we are working, since it contains (as its Third) the chromatically raised 
Seventh Degree or Leading Note. The Leading Note is very easy to harmonize, since it 
may always be treated as the Third of the Dominant Chord. 

5. Tonic Chord, First Inversion (Fifth of the Chord doubled). 

6. The Sub-Dominant Chord, Root Position. 

7. The Tonic Chord, Second Inversion. This paves the way for the Perfect Cadence 
which follows (Chords 8 and 9). 

8. The Dominant Chord, Fifth Position. 

9. The Tonic Chord, Root Position. 

Play and sing this Exercise. Note how smooth it is, how easily the Bass moves. 

The above Analysis must be studied out, slowly and carefully, chord by chord. 
It tells some facts of the utmost importance. 

Let the student write out an analysis of the next exercise, in the space provided 
below it. Give the Name of each Chord, its Position or Inversion. To begin with, tell 
in what Scale it is written. 
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Scale of ? 





1. 

2. 

8. 

4, 

6. 

6. 

7. 

8. 

9. 
10. 
11. 
12. 
13. 
14 
16. 
16. 
17. 



HARMONY IN THE MINOR CONTINUED 



91 



Here are some Basses for the student to harmonize. Notes not marked are, as 
asual, Roots of Chords; notes marked x are Thirds of Chords, requiring a First In- 
version ; notes marked ^ are Fifths of Chords, requiring a Second Inversion. See that 
every Dominant Chord has a Major Third (the I^eading Note of the Scale). 





In the following Basses let the student pick out his own First and Second Inver- 
sions. Look out for the Leading Note, These will require study. 




When a Bass note is found which can not be the Root of a Chord, it must be 
either a Third or a Fifth; but, more often than not, it is a Third, indicating a First 
Inversion. By this time the student knows where to look for a Second Inversion. 
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Here are some Melodies in the Minor which should not puzzle the student greatly 
if the preceding work has been well done. Bear in mind all past principles and pre- 
cepts. 

Use only such chords as are found in the Harmonic Minor Scale in which you are 
working. 




I 



^ 1 




B 



t 



'&- 



'SL 



i 





t~ <©- 



F— t 



::ie 



IS. 
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, 






1 


1 








V If 1 


T 


1 1 




/L rD ' 


1 

1 <*!> 


1 

_ 1 


I 

1 


n 




fffl ^ 


m 


1 1 


i-^ 


ci ■■ 





\ 

1 




l^P # 


O' 


9 


i*-j 








Cir 










I* #f 








■^ il 








- 









QUESTIONS 

1. What Interval is to be found between the Sixth and Seventh Degrees of the 
Harmonic Minor Scale ? 

2. What have you to say of this Interval ? 

3. What Chords serve to determine whether one is working in a Major Scale or in 
its Relative Minor? 

4. What is the easiest note to harmonize, and how may it always be treated ? 

5. What kind of a Third must everv Dominant Chord have ? 

6. What have you to say of a Bass note that can not be treated as the Root of a 
Chord ? 
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CHAPTER XXII 

THE FIOIIRED BASS 

Thorottgh Bass, or General Bass, or Figured Bass is a sort of musical shorthand, in 
*vhich, by the use of certain numerals and figures, singly and in combination, one may 
indicate the various Chords, their Positions and Inversions. It has always been used 
in the study and teaching of Harmony, although some works employ it sparingly, and 
others, nowadays, practically discard it. We will use it, in this book, from now on. 
It will have no terrors for the student who has mastered the preceding portion. It is 
a common means of ready reference among musicians. 

To begin with, the Roots of Common Chords are indicated by Boman Numerals, 
corresponding to the various Degrees of the Scale. For Roots of Major Chords large 
Numerals are used ; for Roots of Minor Chords small Numerals are used. In C Major, for 
instance, it would be thus: 





III 



IV 



VI 



In the case of the Chord on the Leading Note, or Diminished Triad, having a 
Diminished Fifth, a small Numeral with a cipher to the right is used, thus: 




VII 



There are two Diminished Triads occurring in the Harmonic Minor Scale which are 
indicated similarly. In A Minor they would be thus: 




u 



VII 



There is also on the Third Degree of the Harmonic Minor Scale an Augmented 
Triad (having a Major Third and Augmented Fifth). This is usually indicated by a 
large Roman Numeral with an accent to the right. In A Minor it would be thus: 




To sum up, the Triads in C Major would be indicated thus: 








rs- 



] 



II 



III 



IV 



VI 



VII 



THE FIGURED BASS 



The Triads in A Minor would be indicated thus: 








1 



I n* IIP IV V VI VII ° 

These are not at all difficult to memorize, but it should be done at once. 

Here are some exercises for the student, which will afford practice in the Numerals 
and, at the same time, serve as a review in Common Chords. 

Each Bass Note is the Root of a Chord. Beneath each of these notes let the student 
write the appropriate Roman Numeral, also, indicate the Scales. Next, go ahead and 
harmonize as usual. 

Scale Of ( ? ) 




S2: 



■(^ 



?== 



Scale op ( ? ) 



l^: 




G- 



&' 



HSL 



E 



Scale op ( ? ) 




Scale op ( ? ) 




I^ 
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TOE?E3 



Scale op ( ? ) 




-&- 



^^■ 




ZZT 



a: 



w 



Scale of ( ? ) 



Isfe^^-fl'^^ " 














^ ^ 


fO 


— & — 




A 


r» 


IZi 


-^-^(^-Ip 


1 




^ 


' — 1 — 


1 



Here is some good practice in the Diminished and Augmented Triads. Under 
each of the following Triads, Scale and Signature given, let the student write the correct 
Roman Numeral, with its ° or ', as the case may be. 



C Major 




F Major 




^g; 



I 



A Minor 

-tM— 




D Minor 




m 




B[^ Major G Minor 






G Major E Minor 







1 



ill 



D Major B Minor 




A Major 



fe^^ 



Ftl Minor 




1 
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E tr Major 



C Minor 



F 



2^-S 



C ^ Minor 



^ 



% 




%k. 



E Major 



Al?^ Major 



F Minor 




Now, in the following, according to the Scale, Signature and the Roman Numerals 
given, let the student write out the correct Diminished or Augmented Triads. 



D Minor 





B Major Gt^ Major 



m 



^ 



II ° 111' 



C Minor 



VII 



VII 



VII 





I 



F |:| Minor 



* 



G Major 



VII *» fir 



G Minor 



II 



III^ II 



B Minor 



VII 



vir 



C Major 




h 



I 




t 



n ° VII 



E Minor 



III' 



IIP VII 



A Minor 



n 



VII* 



Dir Major 



I 



i 



^ 



K^ 



VII** n* in' iir VII *» n<» 



VIT 



QUESTIONS 

1. What is meant by Figured Bass ? 

2. By what other names is it known ? 

3. How do we indicate Major and Minor Triads according to this syatenc* ? 

4. How do we indicate Diminished Triads ? 

5. How do we indicate Augmented Triads ? 
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CHAPTEK XXIII 
FIGURED BASS CONTINUED 

In the preceding chapter we discussed the use of Roman Numerals. Now, as to 
the Figures. 

When a Bass Note is written without Figures or with a Roman Numeral it is under- 
stood to be the Root of a Common Chord. Ordinarily the Position of the Chord is left 
to the student Should it be necessary, however, to indicate the Position, this may be 
done by a Figure 8, 3, or 5, as the case may be, written immediately over the Bass 



Note. For instance, the following Bass: 




would be written out: 




All very simple. The Figures 8, 3, 5 always refer to Positions, 

The Inversions are indicated plainly and clearly by means of Figures. Hereafter, 
when we have to refer to the First Inversion we will use a Figure 6. For instance: 



6 




means 




The reason for using the Figure 6 is, that, if we count up a Sixth from the given 
Bass note, we will obtain the Root of the Chord; the Bass Note, of course, being the 
Third of the Chord. 

The First Inversion is commonly spoken of as the Six Chord or Chord of the Sixth. 

Hereafter we will use the Figures J for the Second Inversion. For instance: 



4 




means 




If we count up a Fourth from the 
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given Bass Note, we will obtain the Root of the Chord, the Bass Note, of course, being 
the Fifth of the Chord. Counting up a Sixth in the same manner we obtain the Third 
of the Chord. 

the Second Inversion is commonly spoken of as the Six-Four Chord or Chord of the 
Six-Ponr. 

Below is a Bass, figured in accordance with the preceding explanations. The 
student who has mastered the contents of this book, up to this point, should find it 
very easy to harmonize. Some may be able to play it at sight. All should try. 



Here is the Bass: 




6 
4 



6 



6 



6 

4 




& 



G^ 



^- 



-G- 



^ 



And here is the Harmony: 




:S2 




Now let the student try a few. See how quickly he can work them out. 
Remember all principles. 
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Write the proper Roman Numeral under each chord, indicating its Root. 




6 
4 



^-4- 



-^-ri - 



-G- 



■G- 



6 



IS. 



6 



6 
4 





When a ):| ) t| or ^, as the case may be, with no Figure by its side, stands over a 
Bass Note, it shows that the same sign should be written before the Third over said 



Bass Note. For instance: 




means that G, the Third over E, must 



be written G}|. The Chord will be completed thus: 




This device is 



of special use in reminding us that the Leading Note in the Harmonic Minor Scale is 
always a chromatically raised note, being also the Major Third in the Dominant Chord. 
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^ 

Bearing the preceding statement in mind lli ii«» now harmonize some Figured 
Basses in the various Minor Scales. 



t ■> " . c • 



« *i 



» ^ 



Here is an example: 




Let us harmonize this Bass, writing also the proper Roman Numeral for the Bass 
Note of each Chord. Here it is. Analyze it carefully. 




V V 



VI IV V 



IV 



Now let the student harmonize the following, in similar manner. 




( 



I 



I 



3 6 




m 



6 



6 
4 



» 



rt- 



6 



^ 1- 



6 
4 



« 



-& — & 
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•••, 



■•••. 



(• • 



• • 























n 






6 

4 


i1 








^ 


# 






1 

■ 1 






1 1 


d 1 


ej 


ti 


G 1 


1 1 ' 4 — 1 





QUESTIONS 

1. When a Bass Note is written withoiU Figures or urith a Roman Numeral what is 
it understood to be ? 

2. How is the Position of a Chord indicated ? 

3. How is a First Inversion indicated ? Explain. 

4. How is a Second Inversion indicated ? Explain. 

5. By what term do we oommonly distinguish the First Inversion f 

6. By what term do we commonly distinguish the Second Inversion - 

7. What does a ^ , a t], or a ^ written oyer a Bass Note mean ? Give examples. 



I 
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CHAPTER XXIV 
MELODIES AND HGUIIES 

To prepare for harmonizing given Melodies with Figures, and in review of the 
foregoing chapters, let the student supply the proper Roman Numerals and Figures, 
where needed, in each of the following exercises. Write beneath each chord the Roman 
Numeral corresponding to the Root of the Chord. Indicate with the Figure 6 each 
First Inversion. Indicate with the Figures J each Second Inversion. Supply the 
necessary sign for a chromatically raised Third of a Chord. Indicate at the beginning 
of each exercise the Scale in which it is written. This is real Harmonic Analysis. 
Always try to imagine the efiFect of each chord. Afterwards play each exercise through 
slowly and see how nearly you were right. 




Scale op ( ? ) 




i 



X-J — i-J : 




Scale op ( ? ) 
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Scale of (?) 




In the following Melodies, the Scale is indicated at the beginning, followed by a 
series of Roman Numerals, each Numeral indicating the Root of the Chord to be used. 

The Figures 6 and J indicate the First and Second Inversions, respectively. 

The Student must decide, first of all, upon the proper Bass Note to be used ; then, 
write the Bass Note, and fill in the remainder of the Chord. This is fine practice. 

Again, try to imagine how each exercise sounds, before playing it over. 

Remember all the principles and suggestions of the foregoing chapters. All will 
be needed in working out these exercises smoothly. Be careful of the motion of the 
Bass part. 




Bl^: I 1 6 VI 116 




IS 



VI ne 



zia^ 




G 



1—4 



V m VI IV 



l6 



IV n 



6 









A: I Ve 1 l6 



Ve 



1 6 11 VI6 VI 



i©- 
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I 1- 






l6 IV II Ve 



l6 



IV II iS V 




« 



i 



e; 



I 16 I 




I vjt 



& 



16 



IV 6 IV 



V« T.| 





E 



£ 



^e= 



EtT: I l6 IV 



6 



I IVe IJ V 



IV 




■\ 1- 



-0 ^ 



l6 IV 



I J V VI IV 



IS 



+ 



V 



■&- 



No questions for this Chapter. 
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CHAPTER XXV 
FREER USE OF CHORDS AND INVERSIONS 

So far we have withheld from the student the prohibition found in all harmony 
books: avoid parallel or oonseeative fifths or octaves between any two parts or voices. 

Modern composers pay little, if any, attention to this prohibition, so far as free instru- 
mental writing is concerned; but in pwre four part harmony, especially for practice, it 
should be strictly obeyed: Up to this point, by sticking to the principle that no tvoo 
Chorda he written in euccession in the same Poaiiiony the student has avoided the bugbear of 
consecutive Fifths and Octavea. Let us illustrate: 



Root Position 



Root POBitiOU 




Here are Consecutive Octaves between the upper and lower parts in these two 
Chords: C-C and D-D; also, Consecutive Fifths between the Bass part and the next to 
the upper part: C-G and D-A. By writing the Chords in different Positions these 
would be avoided. Here is another example: 



Fifth Pcwition 



Fiah P'M«itioii 




The remedy is the same. Change the Position of one of the Chords. 

As two Octave Positions in succession, or two Fifth Positions in succession are 
rarely satisfactory, the student will not wish to use them anyway. 

It is convenient at times to write two Third Positions in succession. If the TUrd 
of one of these Chords be doubled instead of the Root, Consecutive Fifths and Octaves 
will be avoided. This is not so difficult as it sounds. Let us illustrate: 



(a) (b) 

Third PoBitiou Third Position Third Position Third Position 




Root Doubled Third Doubled 
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In the first two Chords, (a), each in the Third Position, with Root doubled, we 
find Consecutive Fifths and Octaves. In the same two Chords (b), each in the Third 
Position, but with the Third (C) of the second Chord doubled, instead of the Root (A), 
we find no Consecutive Fifths or Octaves. 

Here is another similar example. Let the student mark this up, and analyze for 
himself. 




As we go on we shall have occasional use for this device. 

This is the first time that we have doubled the Third of a Chord. In Positions we 
have doubled the Root only, and, in Inversions, the Fifth. In general, it is safe to say 

that the Root of a Chord is the best to double ; the Fifth is next best ; the Third should 
be doubled but sparingly. 

So far we have not used the Chord on the Leading Note (vii'' in the Scale). It is 
not satisfactory in the Positions but it sounds well in the First loversion, ivith its Third 
doubled. Here is an effective way of bringing it in. 




C: 



VII 



The second Chord is the Leading Note Chord, with its Third (D) doubled Play 
this example and listen carefully. 

The same Chord, occurring as the Supertonic (ii®) in the Minor Scale may also be 
used in the same manner, in the First Inversion, with its Third Doubled. Sometimes, 
in the M^nor Scale,it is used with its Root in the Bass. Here is an example, showing 
both Mses: 




A (Minor): i 
Play and analyze. 
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There is one more Chord in the Harmonic Minor Scale of which mention must be 
made: The Mediant Chord (III'). This Chord has a Major Third and Augmented 
Fifth, It may be used in the Positions or in the First Inversion. In the Positions, the 
Root, of course, should be doubled. In the First Inversion, the Root or Third may be 
doubled. Here are some examples: 





5ft 



A (Minor): III' 



^ 



8 



•g>- 



i 



6 



III' 



VI 






6 

8 



22: 



111' 



Eg 



3 



Now for some exercises introducing these additional harmonic resources. Bear in 
mind all principles and explanations. 

First of all, some Figured Basses. Let the student supply the Roman Numerals 
and indicate the Scale. Look out, from now on, for Consecutive Fifths or Octaves, 




6 



6 



8 



Gf 



8 



6 
4 



-&' 





w 






































vP 










V 

5^~ 


6 

1 


6 


6 


6 


6 


6 
4 




% 




"^ 


■ ^L 


— ^ 




— m — 


^ 








^ 


__25* - • 


^ — 


- ^ 


— F 


h 






» 




t- 




1 


L ^ 1 
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^-4 



3 



-Gf 



6 



6 



6 




Although, by this time, the student should have the Figured Bass at his finger 
ends, it should not be relied upon entirely. 



The student should apply all his knowledge in harmonizing the following exercises. 
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» 



5 



± 



^5^ 



.# — •- 



A 



s: 







■I h 
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The foregoing mtist he made to sound well. 
Now try some melodies. 




J- 




\—\- 



■&■ 







^ — \- 



1 » — ^ 
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-ctr— ^■ 



QUESTIONS 

1. What is the prohibition regarding Fifths and Octaves ? 

2. How may two Third Positions be written in succession ? 

3. What have you to say regarding the doubling of the Root, the Third, or the 
Fifth of any Chord ? 

4. How may the Chord of the Leading Note be used ? 

6, How may the Supertonic Chord of the Harmonic Minor Scale be used ? 
6. How may the Mediant Chord of the Harmonic Minor Scale be used? 
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CHAPTEK XXVI 
ADDITIONAL USES OF THE SECOND INVERSION 

So far we have used the Second Inversion (J) of the Tonic Chord only. We 
have done so to avoid confusion, especially in view of the fact that the Tonic is by far 
the most important Chord to use in this manner. 

Other Chords in any Scale which may be used with good ejSect in the Second 
Inversion are the Dominant and Snbdominant Chords. All these | Chords require special 
attention, since they are never satisfactory if allowed to stand alone. That is to say, 
they sound best when followed by certain other Chords, and, in some cases, when 
preceded by others. Young composers, and, for that matter, many who are old 
enough to know better frequently fail in the use of the | Chord. By following the 
few brief directions here given, one can never go astray in this matter. 



(a) 



(b) (c) 



We have already discussed the use of the 
Tonic J. The Dominant J sounds best when pre- 
ceded by the Third Position of the Tonic and followed 
by the First Inversion of ilie Tonic, or the other way 
about. Analyze the following example and see 
how it is done. Play it too, and hear how smooth 
it is. 




At (a) we have the Third Position of the 
Tonic Chord; at (b), the Second Inversion ( J) of 
the Dominant Chord; at (c), the First Inversion 
(6) of the Tonic Chord. Taking it the other way 
about, we would have it thus: 




Note that both Melody and Bass in either example move Diatonically and in 
Contrary Motion. This is the best and simplest way of harmonizing such passages. 
It should be easily remembered. 

The Second Inversion ( J ) of the Subdomlnant sounds best when preceded and 
followed by the Tonic ( Root in the Bass ). Analyze the following example, play and 
listen. 

(a) (b) (c) 





8 



6 
4 



8 






.Cd. 



■€?■ 



3 



6 
4 



.rji. 




6 
4 



-(S>- 



IV 



IV 



IV 
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At (a) we have the Root PoBition of the Tonic Chord, followed by the Sub- 
dominant J , followed by the Root Position of the Tonic. At ( b ) and ( c ) we have 

the same three Chords in other Positions. This is also easy to remember. Note that 
we have the same Bass Note three times in succession. 

Here is a complete example introducing 6 and J Chords according to the foregoing 
precepts. Let the student analyze this example and write in carefully both the Roman 
Numerals and the Figured Bass before going further. Play the example, and sing it 
too. 





After having mastered this example the student is ready for some Basses, intro- 
ducing 6 and J Chords in their various uses. These must all be made to sound well. 
If properly done, they should prove very satisfactory. In these we give the Figures. 
Let the student add the Roman Numerals, also the name of the Scale. 




8 



6 



6 
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V 















WL 












wffl 








up 








6 


3 


6 

4 


6 


3 


6 

4 

1 


3 


T) 


3 


3 


6 
4 






^"^ • 










n 


1 




-^ 


w 


1 


^ 




•• 


_/ 




— 1 


^ 


9 


^ 


# 




-^ 1/ 


S . 


n 


r 




r 


r 


A 


1 1 


1 




■ i 








r- ■ 

















■«- 



ft 

4 



6 



6 



6 



f 



tz=t 



6 

4 



H 1- 



MiZIMt 
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The following, in the Minor, should sound well. 






■M-i 



« 



— i; 



f) 



S^: 



' ^ r 

4 9 



r-h-^ 




6 6{( 



6 



3 

"ST 



6 



6 



;:* 



3 



4 6 



1 


— t— 









6 

4 


}f 


, ' 1 


1 
1 




r 

1 


-*- 




6 
4 



h 



ii 8 



r 
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6 



4 



-&- 



6 



6 



6 
4 



% 



The following Basses are without Figures. Let the student apply the knowledge 
so far gained, and harmonize them smoothly, introducing 6 and \ Chords, according to 
taste and opportunity. Make them sound well. 



i 



k 




A 




5-^ 




A V 



■\ 1 Y 
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Finally, let the student harmonize these Melodies, using all the resources at h\B 
command. Do not leave any one of them until it sounds well, proving satisfactory in 
all respects. 




1^ 



I I 



H 1- 



■f- 1 h 




-I 1 1 H 



H 



f=^ 



■J 1 1- 



^ 1- 




^- 
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^=3t 



-&■ 



t* 



St 



t 1 




1^==1: 



t=4 




^iiit 



t^-» 



irt*: 
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QUESTIONS 

1. Besides the Tonic, what other Chords may be used in the Second Inversion? 

2. How should each of these Second Inversions be preceded and followed ? 
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CHAPTEK XXVII 
THE DOMINANT SEVENTH CHORD 
The Seventh may be added to the Dominant GhorcL As an example, take G^B-D, 

Scale of C 



- Seventh - 



the Dominant Chord in C Major, h ^^ ^ ~Tm]!r""~""| 

and add to it F (the Seventh), thus: {(|) ©-Root — — ^ 

The Dominant Chord 
with Seventh added. 

Up to this point we have been working with Triads, or Three-Tone Chords, in 
which we had to double a Member in order to give a Four-Part Harmony, but the 
addition of the Seventh to the Dominant Chord gives us a complete Four-Tone Chord. 
It is known as the Dominant Seventh Chord. This Chord is one of the most important, 
and most used, Chords in all Music. It lies at the very foundation of all so-called 
Dissonant Harmony. 

By a Dissonant Interval we mean one which does not appear to be satisfactory 
standing by itself, but which appears to lean upon some other Interval. Take this 
very Interval about which we have been talking: the Seventh (a Minor Seventh, by the 




way). Strike it by itself, and listen: -/y J. It seems to need something 



to follow. Now strike it again, and allow the Seventh (F) to descend One Degree (to E 



or E t^) and the ear is satisfied, thus: [-^L- d . This 




m 



motion of a Dissonant Member of a Chord is called its Resolution. Consonant Intervals, 
Thirds, Fifths, Sixths and Octaves, such as we have been using up to this point, are 
satisfactory in themselves and do not require Resolution. 

Since the Seventh requires Resolution, it stands to reason that whichever Chord 
follows the Dominant Seventh Chord must contain that Tone upon which the Seventh 
resolves. In our example we found F (the Seventh) resolving upon E or Elr. Now 
we know E to be the Third of the Tonic Chord of C Major (C-E-G), and El:^ to be 
the Third of the Tonic Chord of C Minor. We also know, from our study of the 
Cadences that the Tonic is the most likely Chord with which to follow the Dominant. 
Let us see how the several parts or voices will move. 



We know already that 




or 




the Seventh is to descend: Ff?S^ = 1 ' "^^ ^^^^^ 

Seventh Descending 

of the Dominant Seventh Chord, being the Leading Note in the Scale always has an 
upward tendency: i^f ^^^^ ^ "^ . This leaves the Fifth of the Chord 




Leading Note AncendlnR 
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free to ascend or descend^ but it freqiierUly descends: 




&- 




Fifth AicendiDg 




\ 



Fifth DescendiDf 



m 



When the Root is in the Basfl, it 



ascends a Fourth or descends a Fifth : _ 



€tr 




Root Ascend lus 



Root Descending 



Finally, the whole Dominant Seventh Chord will move towards the Tonic Chord 
in this manner: 



In C Major 





i^i 



In C Minor 




_<«:l 



g 



Dominant to Tonic 



Dominant to Tonic 



It will be observed that, in the Tonic Chord, the Fifth of the Chord (G) is absenl. 
The reason is obvious: there is no Member to lead to it. The Fifth of any Gomm(Hi 

Chord may be omitted at any time. 

This leading of the Dominant Seventh Chord towards the Tonic Chord is known 

as a Progression. 

Here is a chance for some fine ear training. The student will hear this Pro- 
gression about as often as he will hear anything in Music. Let him learn to recognize* 
it at once. 

It will have been noted that all Chords are bvdU up in Thirds, Consequently, the 
adding of the Seventh is but another step in the ladder. So far we have had Root, 
Third, Fifth (each a Third apart); now we have the Seventh in addition. All Chords 
are built up in this manner. 



Seventh 



Fifth 



Third 



The Dominant Seventh Chord, with 
its Root in the Bass, may be written in 
three Positions, having its Seventh, its 
Fifth, or its Third at the top, thus: 
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Now for an exercise. We will write out the Dominant Seventh in C Major and 
C Minor, in its three Positions, following each Position by the appropriate Position of 
the Tonic Chord, according to the foregoing directions for the leading of the parts or 
voices. In a similar manner, let the student write out. the same Progressions in the 
remaining Major and Minor Scales, in the spaces provided. Look out for the chro- 
matically raised Thirds in Dominant Chords of the Minor Scales. 



C Major: 



C Minor: 




Let the student write in the Signatures according to the Scales indicated. 
G Major: - G Minor: 



• " 



D Major: 



D Minor: 




A Major: 



A Minor: 
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E Major: 



E Minor: 



^===E=-^== =^^Eii^^=f 



B Major. 



B Minor: 



P====EE== ^==^ 



Pay close attention to the Enharmonic changes following. Each of these pairs of 
Dominants is alike in sound, but the manner of writing differs. 

G t^ Major : F ^ Minor : 




Dt^ Major: 



Cjf Minor 



3^==^=-^^ =:^:=^^p 



A^ Major: 



Gj} Minor: 
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E^ Major: 


K ^ MiftoR: 


\j 




Jfi 




W^f\ 




\S\j 




. 


■ 


^^k» 




m* 




_^F 









Bt^ Major: 


Btr Minor: 


\2 




aK 




W^f\ 




v' 1/ 








^^# 




*• 




_^r 









F Major: 



F Minor: 





The Dominant Seventh Chord 



its Root in the Bass is Figured 



)rd with - ^^ — — 
7, thus: "jtZZH 



, the Position being left to 
the taste and judgment of 
the writer or player. 



The Dominant Seventli Chord with its Root in the Bass is very effective following 
a Tonic \ Chord; the Dominant Seventh Chord, in turn, being followed by the Tonic 
Chord (Root in the Bass). Thus: 




I V I I V I I V I 

Play these examples and learn to recognize them. They occur constantly in 
musical composition. 

Here is a short example for the student to analyze. Write in both the Roman 
Numerals and the Figures. 
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Here are some Basses for the Student to work out. Dominant Sevenths with 
Roots in the Bass are introduced occasionally. Figures are given. Avoid Comecutive 
Fifths and Octaven. 







10 



■«- 



'^ 



6 



6 
4 



■^ 



6 

4 





3 6 S 



t i 



6 6 




6 
4 



7 




3 6 



-\ — (■ 



T 



7 



^ 



6 



t 



4 



7 



QUESTIONS 

1. What do you mean by the Dominant Seventh Chord ? 

2. What do you mean by a Dissonant Interval ? 

3. What do you mean by a Consonant Interval ? 

4. What do you mean by Resolution ? 

5. In following the Dominant Seventh Chord by the Tonic Chord, how do the 
/arious Members move. 

6. What Member of a Common Chord mav he omitted? 

7. What do you mean by a Progression ? 

8. How are all Chords built up ? 

9. In how manv Positions mav the Dominant Seventh Chord, with Root in the 
Bass, be written ? What are thev ? 

10. How do you Figure the Dominant Seventh Chord, with Root in the Baas ? 
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CHAPTER XXVIII 
INVERSIONS OF THE DOMINANT SEVENTH CHORD 
The Dominant Seventh Chord may be inverted at any time^ and in any manner. By 

this we mean that any Member may be used in the Bass and any Member at the top. 
Phis will give us Three Inversions of the Dominant Seventh Chord, as follows: 

Inversions of the Dominant Seventh Chord: 



First Inversion 



Second Inrenlou 



Third Inversion 



r- O q — o^ — <g 

a Q Q 



ia 



? — ^ ^ 



■^■ 







C 



^- 



Thlrd in Bum 



Fifth in Bass 



Seventh in Bass 



Play and sing all these, and make an ear test of them. 

Now let the student write out in a similar manner the several Inversions of the 
Dominant Seventh Chords in the Scales given below. 




f 



& 



'^m 




£ 



^4-^—^ 

"W^ 



D Major: 




P Major: 



ul > 





. 


w 






-^-? 




_ 
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Learn to recognize these, both with the eye and the ear. 

Now, as to the Progression to the Tonic Chord of each of these Inversions of the 
Dominant Seventh Chord: the Seventh always descends; the Fifth descends, preferably, 
but it may ascend; the Third always ascends; the Root, when it is 7wt in the Bass, is 
carried over into the following Cliord. 

Here is the practical working out: 

C Major: 

First Inversion. 




Second Inversion. 



Third Inversion. 




Note how beautifully each of these Inversions of the Dominant Seventh Chord 
leads into a Position or Inversion of the complete Tonic Chord. Make an eye and 
an ear test of this example. 

Now let the student write out the foregoing example complete in eaoli of the 
Scales specified. 

G Major: 
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I: 




I 



F Major: 



V 



^- 




• 





Bl^ Major: 



fe 



? 




. Lt_ \ ! 
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The foregoing will prove splendid practice. It will hardly be necessary to write 
these out in the Minor Scales at tliis time. The Progressions are identical, except for 
the fact that the Minor Tonic Chord must contain a Minor Third. 

The following exercise will prove profitable and interesting. A number of 
Dominant Seventh Chords are given, in various Positions and Inversions. The 
student will write in the proper Major Tonic Chord after each Dominant, at the same 
time marking in the leading of the various Members of each Chord, just as in the fore- 
going examples. The first one is done complete^ as a model for the following ones. 
It will be necegsary for the student to analyze each Dominant Seventh Chord. Re- 
arrange the notes of each one, mentally, so that the Chord will read up in Thirds. 
When you are sure of the Root of the Dominant Seventh Chord, it will be easy enough 
to locate the proper Tonic Chord. 







■fe: 



^_. 




G 



^ 



'■^' 



The foregoing exercise mu.st not be left until it is worked out correctly in every 
detail. Make an ear training exercise of it, also. 

The Three Inversions of the Dominant Seventh Chord are Figured (^ with Roman 



6 

5 



4 

S 



Numerals) as follows: — 
First Inversion: 




-&- 



Second Inversion: 



m 



I 



2 (or t) 



V7 



V7 



Third Inversion: 




. The small Figure 7, attached to the Roman 



V7 



Numeral V, signifies Dominant Seventh Chord. After the student understands the 
Chord itself, there will be no trouble with the Figures. The various Positions are left 
to the taste and judgment of the student. 

Now for an example introducing Positions and Inversions of the Dominant 
Seventh Chord. Figures and Numerals are given; but let the student analyze carefully. 
Play and sin^ manv times. 
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IV V7 



V7 I 



And here are some Basses for the student. Work them out slowly and carefully, 
applying every bit of the knowledge so far attained. This must sound well. 




In the following, Roman Numerals may be added by the student. Figures only 
are given, and these only where necessary. 




S 7 



J 1- 



H 1 h 



-• h 



Jtjit 



6 
4 



O 



■^ — H 



■ ■ 



6 



6 
5 



^©=^ 



6 7 

■t— •- 



I ■ I - 




In Figuring the Second Inversion of the Dominant Seventh Chord in Minor 
Scales, the Chromatically raised Third of the Chord is indicated by a ^, in connection 

with the I, making it, as usually written, |, the stroke through any Figure requiring 

the indicated member to be Chromatically raised. In Figuring the Third Inversion it 



will be written * for the same reason. 
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4*. 



& 



7 



JQ- 




8 



6 



QE?|?^ 



6 



?2: 



& 



6 



6 6 SJI 



-• — t- 

-1—4 



ik±± 



3 \ 



-m 



T- 



^s 



6 



6 6? JJ 



:q: 



*-H- 



t& 



Let the student harmonize the following Basses and Melodies in his own way, 
according to experience, taste and judgment, introducing Dominant Seventh Chords, 
in Positions and Inversions, wherever they seem to be required. All the exercises 
must be made to sound well. 




^ 



^ 



^ 



± 



■ri-i 



■4- 



-j_^ 




:,QZT_i: 



^-- 





'^ 



-«^-*- 



-■ \ r 



it* 



^l 



^ 
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3tX 



#_i 



-rf 




QUESnONS 

1. How may the Dominant Seventh Chord be inverted? 

2. How manv Inversions of the Dominant Seventh Chord are there? Describe 
them. 

3. In the Progression of the Dominant Seventh Chord to the Tonic Chord, when 
an Inversion of the Dominant Seventh Chord is used, how do the various Members of 
this Chord move? 

4. What is the best way to proceed in analyzing a Chord ? 

5. How are the Inversions of the Dominant Seventh Chord Figured ? 

6. In Figuring the Inversions of the Dominant Seventh Chord in the Minor Scale, 
how is the Chromatically raised Third of this Chord indicated? 
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CHAPTER XXIX 
FURTHER USES OF THE DOMINANT SEVENTH CHORD — SEQUENCES 

The Dominant Seventh Chord is sometimes used with its Fifth omitted, and with 
its Root Doubled. Occasionally this is both effective and convenient. When the 
Chord is used in this manner, the Root, if in the Bass, moves up a Fourth or down a 
Fifth. In any of the upper parts it is carried over. 

Here are some examples: 

The Dominant Seventh Chord, Fifth omitted, Root Doubled. 




Let the student ^vrite out the 
foregoing example in each of the 
Scales specified below. Make an 
ear test of it also. 



G Major: 



F Major: 




D Major: 




Bt^ Major: 



-k 



^ 



The Dominant Seventh Chord may be used in tlie foregoing manner whenever 
desired. 

Although the Progression from the Dominant Seventh Chord to the Tonic Chord 
is the most usual one, there are a number of other Progressions of the Dominant 
Seventh Chord to be found. The majority of these need not be considered in this 
book; but there is one useful Progression which should be taken up at this time. 

The Dominant Seventh Chord may be followed by the Snbmediant Chord. In 

making this Progression the Root of either Chord should be found in the Bass. The 
various Members move, as follows: the Seventh descends; the Fifth descends; the 
Third ascends; the Root ascends (one Deofree). Here is the way it is done: 
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Progression of the Dominant Seventh Chord to the Submediant Chord. 




Here it is in the Minor Scale. 





This Progression of the Dominant Seventh Chord is particularly useful in avoid- 
ing a Perfect Cadence. Continually following the Dominant Seventh Chord by the 
Tonic Chord seems like coming to too many full stops. The Progression to the Sub- 
mediant seems to avoid a full stop, indicating something more to come. Pro^e this 
by playing and singing this Progression. Learn to recognize it when heard. 

In the following example the Dominant Seventh Chord is introduce'^ with its Fifth 
omitted and Root doubled. The Progression to the Submediant Chord is also intro- 
duced. Let the student make his own analysis of this example adding the appro- 
priate Roman Numerals and Figures. 
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Here are some Basses and Melodies for the student. Work them out without any 
Figured Bass, using all the knowledge so far attained. 




4 



A 



f^A-^ 



A 



-&- 



-+ 



■G- 



:i=± 





^ 



-e--i 


. — 


1 








. 




^ 


mi^^^ i- 


-— 1 


-—& — 

r— 

r— 


-* ? f = 

i 1— 1 

1 1 
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A SncGession of a nnmber of Chords moviiig axxK)rdiiig to some regular pattern or 
design is known as a Sequence. Here is an example which will illustrate the definition: 




-& 



(2) 



■<S>- 



^- 





(3) 



:s: 



---I- 



"^ 



(4) 




J- - 



■«- 



Play and sing this example. 

At (1) we have a Chord in the Third Position followed by another Chord in the 
Fifth Position. At (2) we have the same thing, a Third lower. At (3) we have the 
same thing, a Tliird lower than at (2). At (4; we have the same thing, a Third lower 
than at (3). This forms a regular pattern. Moreover, take notice that the Bass notes 
form a pattern of their own, moving down a Fourth, up a Second, down a Fourth, up 
a Second, and so on. The Melody, also, moves right on down in Seconds. The 
remaining five Chords are used merely to complete the example musically. 

Here is another example, containing a Sequence, in which a Third Position is 
followed by a First Inversion, and so on, and so on. In forming Sequences, Imperfect 
Chords are introduced freely, wherever needed; for instance, at (a): 




In forming Sequences a certain freedom of motion is allowable. The pattern is the 
most important thing. 

In the following Basses the student will find opportunities for making Sequences, 
and for applying otlier knowledge, as well. 
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Here are some Melodies in which Sequences may be introduced: 



\S:\ri\^^i n 


1— 1 — h 

—^ — ^^ 






rp~r=" 


-& 


^ "■" 




S^2 r '^- 








• 


J — 1 — 
1 — 


^ G 


o 


' r 




















The following are to be harmonized according to the taste and judgment of the 
student. Think them out carefully and make them sound well. 
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H ]■ 



■&- 



■Mzzf: 



-I 1 









1~^ 



zr 



^—mL 



-\ 1 r 



±J^ 



QUESTIONS . 

1. How may the Dominant Seventh Chord be used, with its Fifth omitted ? 

2. How is the Progression of the Dominant Seventh Chord to the Submediani 
Chord made ? 

3. What is the particular use of this Progression ? 

4. What is a Sequence ? 
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CHAPTER XXX 
ON MELODT MAKING 
The Elements of Music are Melody, Rhythm and Harmony. 

Melody is a succession of musical sounds, arranged according to a certain order oi 
design. 

Rhythm is moveinent in musical time. 

The student who has mastered the contents of this book up to this point knows 
ver}'^ well what Harmony is. 

Musical Composition is the art of building up musical ideas into larger and con- 
tinuous forms. 

In the Art of Music, as in all the Fine Arts, creative work is governed by certain 
Principles: the Principles of Unity, Variety and Proportion. These Principles apply 
just as much in the making of the simplest Melody as they do in the largest nmsical 
effort. 

By Unity we mean oneness, individuality. 

By Variety we mean diversity, sUite of difference. 

By Proportion we mean the symmetrical relation of one part to another. 

We must not observe any one of these Princij)les to the exclusion of the others, 
but we must follow each in equal measure. 

The ambitious student who has reached this point should feel inspired to original 
creative effort. Hence, the foregoing definitions and remarks 

By the practice of Melody Making the student will ac(juire the ability to put his 
own tone thoughts into definite form and to improve his understanding of all tliat he 
may hear. 

Referring to the Principles of Unity, Variety and Proportion one may find illus- 
trations in many familiar objects. Take a piece of wall paj)er, for instJince. There 
is always a Principal Unit which pervades the entire design. That is Unity. There 
are liosser Units which serve to van/ or to afford contriist to the Princi[)al Tiiit. That 
is Variety. The Principal Unit and the Lesser Units are rc^peated over and ov(»r again 
in a symmetrical design. That is Proportion. Read a verse of j)oetry and seek similar 
illustrations in it. Look at a perfect yneee of Architecture and find still greater illus- 
trations. Ijet the student work out other illustrations. 

Now for some Musical applications of our Principles. An examination of familiar 
melodies discloses the fact that, with but few excey)tions, all seem to proceed by 
rhythmic groups of two or four measures, and multiples of the same. 

Here are some examples: 

"HOME, SWEET HOME" 





(f 



OLD FOLKS AT HOME" 




A:=^ 




0-t^ — t — t^ I ■ 



cr 



m 
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Let the student select two familiar Melodies, proceeding in a similar manner: 
write them in the space following; and indicate the portions of two and four measun^s 
as in the foregoing examples. 





^ 



^ 




All good melodies are made up of similar groups, which display a relationship to 
one another, according to the Principles of Unity, Variety and Proportion. One finds 
similar relationships in the lines of a verse of good poetry. In poetry, for instance 
the lines are said to Rhynu : 

''My country 'tis of thee, 
'* Sweet land of libera?/.'' 
Note the Rhymiing (similarity of sound) at the ends of the lines: tliee and -ty. There 
is a similar Rhyming in these musical groups; but it may occur both at the beginning 
and at the end of each group. 

The musical terms which are to follow are frequently employed in a very elastic 
manner; but, for ouf present purposes, we will restrict them to certain definite pro- 
portions. 

The shortest form of Melody is eight measures in length. This is called a PeriocL 
The Half-Period {four measures) is called a Phrase. The Half-Phrase (tico measures) is 
called a Section. The Half-Section (one measure) is called a Motive. 

We are now going to take a Motive and expand it into a Se^ion; the Section into a 
Phrase; and the Phrase into a Period. I>et us take as our material, in the first place, 
the Major Scale, or any portion of it. This will give us a Diatonic Melody. Diatonic 
means proceeding by Degrees. We will select a simple double time ( J ) and begin on 



the Tonic of C Major, thus: 




Variety would suggest, going on, 



that we take next the Degree aoove C: 
D; and thus complete our first Motive: 



^feE^d 



. Unity is preserved 



by using notes of equal value. Proportion would suggest that we complete our first 



Section by a repetition of our first Motive, thus: 



lfe.^d|=3 



By continuing this Section and repeating it in a higher Degree, we make a Phra.^c thus: 




s^\ 



Since we have boon risinj^ con- 



tinually from our Tonic, Proportion wouM suggest that we now begin to fall. I^t us 
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reverse our first Section and carry 
it downward towards our Tonic: 




Continuing 



this process in the next Section, we reach our Tonic, complete the second Phrase, and 



also complete the Period: 




Here it is: 




Motive 



Section 



Phrnse 



Period 



¥ 



A 



H — 



-^—9 



-J:— # 



tS"-=* 



£^ 



I 



Ail this may seem very simple indeed, but it is necessary, in order to show how 
Melody is made to grow, and to aid in developing logical habits of musical thought. 

Now, let the student go to work. Here is a Phrase. Let the student complete 
the Period, by adding a second Phrase, according to the metho<l outlined. 




|— 1-1- 1 I 1 1 I '- J ' 



Here is another one, starting downward from the Tonic. 




^ — (- 



-ij^n 



-J — \ — I — r 




i* 



Now let us gain more Variety by changes in Rhythm or by an additional Motive. 





3^ 



-4 1 



t=C 



i 



Let the student make a Diatonic Period of his own; in J Time, Scale of G. 




1 



^lany good Melodies are to be found which are chiefly Diatonic, with very few 
skips. Many are as simple in Rhythm as our present examples. Take the familiar 
*' Old Hundred *\ for instance. Find this tune. Play and sing it. 

Diatonic Melodies are the best practice at the outset, but of course, skips may be 

introduced. Melodies may be constructed by deriving the Motives from Triads or 

Common Chords. This is also good practice. H'^re is a Period constructed in this 

manner: 

12 3 4 5 6 7 8 




H h 



-^t?^ 



;t; 



^ — \- 



Xir^t 



O I #- 



-J — u 



a 
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Let us analyze this. Measure 1, the Principal Motive contains the Root and Third 
of the Tonic Chord (F, A, C). Measure 2, the Second Motive contains the Fifth (G) 
and the Boot (C) of the Dominant Chord. Measures 3 and 4, the Second Section, are 
in Rhyme with Measures 1 and 2. Measure 5 starts the Second Phrase with a return 
to the Principle Motive. Measure 6 suggests the Subdominant Chord (Bl^, D, F). 
Measure 7 contains the Third of the Tonic Chord (A), and the Seventh ( Bt^ ) and the 
Fifth (G) of the Dominant Seventh Chord. Measure 8 brings us to a close on the 
Tonic. 

Now, let the student try some Melodies, using Diatonic Motives, occasional skips, 
or Motives derived from Chords. The opening Phrases, Sections or Motives are given. 

Begin on some Member of the Tonic Chord, and end on the Tonic Degree. 




1 





^5^ 



A 




A Minor: 



H h 

J k 



^ 












The foregoing exercises will have served to give the student some insight into the 
mechanical process of melody making. It is in reality melody building. One hears 
much of inspiration, and doubtless many fine melodies have come through inspiration; 
but only after logical habits of thought have been acquired through earnest study and 
practice. A whole book might be written on melody making but in this Chapter we 
have contented ourselves with starting the student on his way. To recapitulate: follow 
the three artistic Principles; use only one or two Motives in any one Melody and woric 
them out logically; let each leading Motive, Section and Phrase appear to ask a 
question, which the following Motive, Section, and Phrase, respectively, answers, the 
Period being the completed musical sentence. 

Now let the student make some Periods, inventing his own Motives. We will 
indicate onlv the Scale, and the Time Signature of each one. 
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I 



A Minor: 




-if 



i 





I 



B Minor: 





i 





I 



The student, who, after having made these Melodies, feels impelled to harmonize 
one or more of them according to present knowledge, will have made his tirst real 
attempt at Musical Composition. 

QUESTIONS 

1. What are the Elements of Music? Define each. 

2. What is Musical Composition? 

3. What are the three artistic Principles? Define each. 

4. What is a Motive ? 

5. What is a Section ? 

6. What is a Phrase ? 
7 Whnt is a Poriod? 
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